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 This study investigates the nature and extent of the relationships between the polyphonic 
versus of the twelfth-century Aquitanian repertory and the twelfth-century two-part conductus 
repertory. The versus chosen for comparison are found in the manuscripts Paris, Bibliothèque 
nationale, fonds latin 3719 (StM-C) and London, British Library, add. 36881 (StM-D), and the 
conductus are located in the seventh fascicle of the manuscript Florence, Biblioteca Medicea-
Laurenziana, Pluteus 29.1 (F). Although the earliest of the twelfth-century conductus had many 
similarities with versus from this time, the present study demonstrates how these features changed 
during the second half of the twelfth century, and the way that the early conductus style began to 
take on some of the characteristics of the later, thirteenth-century conductus repertory. These 
changes demonstrate the transition that took place between twelfth-century third phase organum 
practice and thirteenth-century discant practice. Two groups of works from each repertory are 
compared: first a group of three versus and ten conductus without melismas, and then a group of 
four versus and eight conductus with concluding melismas. These works were chosen based on their 
form and text setting: note-against-note and neume-against-neume, with minimal florid setting. 
 Approaches to rhythmic transcription methodologies for the Aquitanian polyphonic 
repertory are considered in this study with a view to justifying the choice of versus editions for 
comparison with the conductus. Recent research in the area of conductus rhythm, particularly 
regarding the unsuitability of the application of modal rhythm to the texted parts of the conductus, 
has rendered earlier editions of conductus unsuitable for comparison in the present investigation. 
This study includes original transcriptions of the nineteen conductus examined in this investigation. 
These use unstemmed noteheads for the cum littera sections and modal rhythm to transcribe the 
sine littera sections of the melismatic conductus.  
 The versus and conductus are compared in different ways. An examination of the use of 
vertical intervals at cadences reveals many similarities between the two repertories. Further 
similarities are evident in the placement, proportions, and use of texture in melismas, although these 
are not the same for every work. A comparison of the use of vertical intervals in the versus and 
early conductus reveals that there are three different approaches to the use of the third in the early 
conductus repertory: first, the earliest of the conductus use thirds in the same way as the versus 
repertory (that is, in the manner of third phase organum); second, thirds gain increasing significance 
in the transitional works; third, the later works use the third as one of the most important intervals in 
a way analogous to the discant usage of the thirteenth-century conductus. Finally, a comparison of 
the meaning and use of the dividing lines in the manuscripts demonstrates that these also underwent 
considerable change during the second half of the twelfth century: from markers at the ends of 
 iii 
phrases or sub-groupings within the music of the versus and earlier conductus, to markers of the 
ends of ordines and rests of specific duration in modal melismas.  
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 A comparison between the Aquitanian versus repertory and the Notre Dame conductus 
repertory is long overdue. In her 1969 doctoral dissertation Sarah Fuller notes that there seems to be 
"a direct line of descent from polyphonic Aquitanian versus to polyphonic Parisian conductus," 
which has not been examined in detail.1 Hendrik van der Werf also points out that no one has 
published a broad investigation that compares the two repertories; he suggests that the terms 
"versus" and "conductus" are assigned merely because of the different centuries in which the works 
were written and not because of any inherent characteristics of the works themselves.2 Bryan 
Gillingham considers the two repertories so closely related that he claims that the conductus genre 
developed in twelfth-century Aquitaine. Christopher Page describes the versus repertory as "proto-
conducti," a more subtle distinction between the two repertories.3  
 Not all scholars are convinced that the two styles are so closely linked, however. Janet 
Knapp claims that "[t]he Parisian school of song composition shows few if any signs of direct 
contact with that of Aquitaine" or with other nearby practices that included versus-style works in 
their repertories.4 Such conflicting viewpoints necessitate a detailed investigation of these two 
repertories so that the characteristics of each can be compared systematically. Similarities and 
differences between the repertories must be examined before the relationship between the conductus 
and versus repertories can be defined. Direct comparisons of works in these repertories provide 
important details that serve to clarify this relationship.  
 The present study compares a selection of two-part Aquitanian versus and Benedicamus 
Domino versus with a number of twelfth-century conductus from the central Notre Dame 
manuscript Florence, Biblioteca Medicea-Laurenziana Pluteus 29.1 (F). My aims in the present 
study are the following: to assess first the comparative use of vertical intervals in the two 
repertories,5 second the location, structure and purpose of melismas in a sub-group of these works, 
                                                
 1 Sarah Ann Fuller, "Aquitanian Polyphony of the Eleventh and Twelfth Centuries," 3 vols., 
diss., University of California, Berkeley, 1969, vol. 1, 3. 
 2 Hendrik van der Werf, The Oldest Extant Part Music and the Origin of Western 
Polyphony, 2 vols. (Rochester, New York: Hendrik van der Werf, 1993) vol. 1, 154-5. 
 3 Bryan Gillingham, "A New Etiology and Etimology for the Conductus," The Musical 
Quarterly 75.1 (1991): 63; Christopher Page, Latin Poetry and Conductus Rhythm in Medieval 
France (London: Royal Musical Association, 1997) 67. 
 4 Janet Knapp, "Conductus, §2: Notre Dame of Paris," Grove Music Online, most recent 
access 28 April 2015 <http://www.oxfordmusiconline.com>. 
 5 Van der Werf  (Oldest Music, vol. 1, 28) observes that two-voice writing has its own 
particular characteristics that are not applicable to works with more voices: "the note-against-note 
style [found in the Aquitanian versus repertory], per se, seems to have been designed for two 
voices, and one cannot add a voice without drastically changing the essence of the passage 
concerned." 
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third the relationships between melismas within individual works, and fourth the relationships 
between melismas and texted sections of individual works. It will be seen that the use of intervals in 
the earliest conductus matches the interval usage of the versus,6 and that as the twelfth century 
moved towards its conclusion, the way in which vertical intervals were used in the conductus 
repertory gradually changed, eventually transforming the use of the third from its less significant 
place in the Aquitanian and earliest conductus repertories into the prominent interval of the 
thirteenth-century conductus. This change in the way that intervals were used demonstrates the 
transition from the latest stage of organum practice exemplified in the Aquitanian polyphonic 
repertory to the practice of thirteenth-century discant.7  
 The melismas of the versus and conductus examined in the present study function in a 
similar way and share some characteristics. Both repertories also use dividing lines in the 
manuscripts, although the way that these were used in the conductus repertory changed over the 
course of the twelfth century. Initially these lines were used in the same way in both repertories, but 
their use in the conductus repertory gradually changed in order to depict rests of specific durations 
by the turn of the thirteenth century. These aspects of the works show the "line of direct descent" 
suggested by Fuller. There are also features of the repertories that set them apart, such as the use of 
symmetrical style in the versus repertory,8 and the increasing independence of the voices in the 
conductus repertory that developed alongside the capacity to notate rhythm more precisely in the 
twelfth century. 
 The versus and conductus were selected for this study according to their approximate date of 
composition as well as their form and style of text setting.9 The versus were chosen from the 
manuscripts Paris, Bibliothèque Nationale, fonds latin 3719 (StM-C) and London, British Library, 
Add. 36881 (StM-D). Three works chosen for this study are from the fourth source within the 
                                                
 6 As the versus and Benedicamus Domino versus are essentially the same, apart from the 
addition of the words "Benedicamus Domino" or similar at their conclusion, I use the term "versus" 
to describe both the versus and Benedicamus Domino versus, unless noted otherwise. See van der 
Werf, Oldest Music, vol. 1, 153 for a discussion concerning the addition of these words at the end 
of a poem set to music, and the ambiguity of their possible liturgical purpose. 
 7 For a description of the three phases of organum see Sarah Fuller, "Early Polyphony to 
circa 1200," The Cambridge Companion to Medieval Music, ed. Mark Everist (Cambridge: 
Cambridge University Press, 2011) 47-55. For a discussion of thirteenth-century discant style, see 
Sarah Fuller, "Organum - discantus - contrapunctus in the Middle Ages," The Cambridge History of 
Western Music Theory, ed. Thomas Christensen (Cambridge: Cambridge University Press, 2002) 
485-489. 
 8 See Fuller, "Aquitanian Polyphony," vol. 1, 294-305 for a discussion of the symmetrical 
style. This is discussed in Chapters 4, 5 and 6 of the present study. 
 9 The terms "versus" and "conductus" used in the present study take the nominative plural of 
the 4th declension. 
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composite manuscript StM-C (C-IV), to which Fuller assigns a date of approximately 1120-1130.10  
Four works are taken from the composite manuscript StM-D, two each from D-I and D-II. Fuller 
suggests that these works were copied in the second half of the twelfth century.11 Due to the smaller 
size of the Aquitanian versus repertory it was necessary to investigate each of the seven versus with 
pertinent form and text setting characteristics. The nineteen conductus have all been selected from 
the seventh fascicle of F and are representative works that have been chosen from a larger group of 
conductus because they demonstrate similar form and text setting characteristics to those of the 
seven versus examined in this study: mostly note-against-note and neume-against-neume text 
setting and either an absence of melismas (for works discussed in Chapter 4) or the presence of 
melismas of modest length (for works investigated in Chapters 5 and 6). Although this manuscript 
was copied around the middle decades of the thirteenth century, some of the conductus it contains 
were composed for, or in response to, events that took place in the second half of the twelfth 
century.12 There are also other conductus in F that have similar musical characteristics to these 
datable twelfth-century conductus and suggest an analogous date of composition, however it was 
necessary to be selective in the present study due to limitations of space. Further investigations of 
this repertoire would include these other works. The versus and conductus selected for the present 
study are therefore some of the chronologically closest in the two repertories. The principal sources 
of the Aquitanian and Notre Dame repertories will be discussed in Chapter 1. 
 The ambiguity of notation and absence of a stand-alone system of rhythm (that is 
discernable to present-day scholars) for the entire Aquitanian versus repertory and much of the 
Notre Dame conductus repertory is a very significant issue facing scholars in this field. Scholars' 
different approaches to rhythmic difficulties have resulted in the creation of a number of very 
diverse editions of the repertories, particularly the Aquitanian repertory. Chapter 2 discusses each of 
                                                
 10 Fuller, "Aquitanian Polyphony," vol. 1, 51. 
 11 Sarah Fuller, "The Myth of 'Saint Martial' Polyphony: A Study of the Sources," Musica 
Disciplina 33 (1979): 20. 
 12 See Rebecca A. Baltzer, "Thirteenth-Century Illuminated Manuscripts and the Date of the 
Florence Manuscript," Journal of the American Musicological Society 25 (1972): 15 for a dating of 
between 1245 and 1255; Baltzer also suggests the 1240s in "The Manuscript Makers of W1: More 
Evidence for an Early Date," Quomodo cantabimus canticum? Studies in Honor of Edward H. 
Roesner, ed. David Butler Cannata, Gabriela Ilnitchi Currie, Rena Charnin Mueller and John Louis 
Nádas (Middleton, Wisconsin: American Institute of Musicology, 2008) 103-120. Barbara Haggh 
and Michel Huglo have suggested the manuscript was prepared for an event in 1248: see "Magnus 
liber: Maius munus. Origine et destinée du manuscrit F," Revue de Musicologie 9.2 (2004): 223-4. 
Thomas B. Payne lists all known datable conductus in "Datable 'Notre Dame' Conductus: New 
Historical Observations on Style and Technique," Current Musicology 64 (1998): 141-3. 
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these editions of Aquitanian polyphony and identifies those most beneficial for the purposes of this 
investigation.13 
 Recent research has cast doubt over the techniques considered appropriate during much of 
the twentieth century for transcribing the Notre Dame conductus repertory. In particular, the 
practice of applying modal rhythm to cum littera sections of conductus, when no such indications 
are given in the notation itself, has been called into question.14 The practice of using quantitative 
accents in conductus poetry to determine the rhythm, has also been shown to be mistaken.15 
Existing collections of transcribed conductus, and most notably the transcriptions of the entire 
repertory by Gordon Anderson,16 are therefore of limited use for the present study, although his 
meticulous and well-informed translations of the texts and modal caudae transcriptions remain a 
very valuable resource.17 Chapter 3 discusses the transcription requirements of the early Notre 
Dame conductus repertory in the light of more recent research. I have made my own transcriptions 
of the nineteen conductus examined in this study using the approach discussed in this chapter in 
order to compare these conductus with the versus repertory. These transcriptions are contained in 
the Appendices. 
 Two further characteristics contributed to the choice of works for comparison in this study: 
form and text setting. The early conductus divide into two groups: those with melismas and those 
without. Chapter 4 investigates relationships between early conductus without melismas that have 
mostly note-against-note and neume-against-neume text setting and the small number of versus with 
similar text setting and no melismas. Although a very small number of works have syllabic text 
setting, most have a combination of syllabic and neumatic text setting. In the works selected from 
                                                
 13 The reader is directed to the second volume of van der Werf, Oldest Music, for 
transcriptions of the seven versus that are compared with the conductus in the present study. 
Transcriptions of the eighteen conductus discussed in Chapters 4, 5 and 6 may be found in the 
Appendices to the present study. 
 14 See, for example, Ernest H. Sanders, "Conductus and Modal Rhythm," Journal of the 
American Musicological Society, 38.3 (1985) 440-1. 
 15 Sanders, "Conductus and Modal Rhythm" 453. 
 16 Gordon A. Anderson, ed., Notre-Dame and Related Conductus: Opera omnia, 10 vols. 
(Henryville: The Institute of Mediæval Music, 1979-86). 
 17 Anderson writes in the Introduction to 2pt Conductus: Unica in the Four Central Sources, 
Notre Dame and Related Conductus: Opera omnia, vol. 5 (Henryville: The Institute of Mediæval 
Music, 1979, page I) that "[i]t is useless pleading that at the moment our knowledge is incomplete 
and that we are awaiting further enlightenment: for it is only to an initial edition that scholars can 
direct their attention in an effort to build a firmer basis on which either to accept or to amend the 
solutions presented, particularly after performance and further research have made it possible to 
reach a better and more impartial approach. I trust this edition will provide such a stimulus." Since 
the time of its publication, his edition has certainly provided a scaffold for such a purpose. I am 
appreciative of Anderson's comprehensive groundwork. 
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both repertories, the voices do not always share the same number of notes on each syllable. Richard 
Crocker makes the following observation about text setting in the Aquitanian repertory: 
When speaking of early polyphony, the terms "melisma" and "melismatic" need to be 
restricted to their original chant meaning of "many notes for one syllable." When the two 
voices move at different speeds the different kinds of movement are best described 
separately and by other terminology. The basic difference seems to be whether, at any given 
moment, only one voice moves to a new pitch (the other holding its same pitch), or both 
voices move to new pitches. An uninterrupted succession of the first kind of event will 
produce what is best (and usually) described as "held-note style," most familiar in Notre 
Dame organum purum. An uninterrupted succession of the second kind will produce 
"discant" in its strictest sense. These styles are characteristic of the Notre Dame repertory, 
but not of the Aquitanian repertory, in which the two kinds of events can succeed each other 
in a wide variety of configurations and of relationships with the underlying succession of 
syllables.18  
The present study focuses on works in which the number of notes in each voice may differ and 
where several notes per syllable are found alongside a single note per syllable. Works with this type 
of text setting have been chosen from both the versus and conductus repertories. These are 
described in the present study as "neume-against-neume" works, as there is no suitable term that 
describes the large number of configurations possible in this variety of text setting. Cadences and 
the use of vertical intervals are discussed in Chapter 4. Chapters 5 and 6 are paired chapters, 
comparing the same group of works.  The works examined in these chapters have the same 
characteristics as those in Chapter 4 but also have a concluding melisma. Some works also have 
opening and internal melismas. Chapter 5 discusses the use of vertical intervals in these works, and 
Chapter 6 investigates the structure, placement, length and characteristics of the works' melismas, 
as well as the use of intervals in the melismas. 
 
 Sarah Fuller defines Aquitanian versus as settings of "contemporary Latin religious poetry 
[with] rhymed, strophic, accentual texts."19 The designations "conductus" and "versus" appear as 
rubrics in many manuscripts, but the precise meanings of these terms are unclear.  The central 
Aquitanian manuscripts use the terms "versus," "Benedicamus" and "alius," as well as other terms 
relevant to different kinds of pieces, to designate the kinds of works contained therein. The 
manuscripts vary enormously in their use of rubrics. Almost all the works in StM-AI have a rubric, 
                                                
 18 "Rhythm in Early Polyphony," Current Musicology 45-47 (1990): 152. 
 19 Sarah Fuller, "Early Polyphony," New Oxford History of Music, vol. 2: The Early Middle 
Ages to 1300, ed. Richard Crocker and David Hiley (Oxford: Oxford University Press, 1990) 528. 
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as do most of the works in StM-AII.20 The works in C-III employ a small number of rubrics, and C-
II and C-IV fewer still. No rubrics at all are to be found in C-I, StM-B,21 D-I or D-II.22 
 The manuscript Santiago de Compostela, Biblioteca de la Catedral Metropolitana 
(unnumbered), known variously as the Codex Calixtinus, the Liber sancti Iacobi, and Jacobus, 
contains works that form part of the liturgy, as well as a small number of extra-liturgical works. 
These works are written in a style very similar to that of the Aquitanian versus repertory, and the 
Aquitanian and Calixtine repertories share two contrafacta.23 The rubrics in the Codex Calixtinus 
are significantly different from those in the Aquitanian sources. They include the term "conductum" 
for two of the works, as well as the names of clerics to whom the works are ascribed.24 The central 
Notre Dame manuscripts, F, W1, W2 and Ma contain no rubrics, and the term conductus is not used 
in them, although it does occur in the theorists' writings that discuss this repertory. 
 The present-day labels of "versus" and "conductus" describe works that fulfil at least three 
different kinds of functions. Rachel Golden Carlson suggests that the Benedicamus Domino versus 
may have been a substitute for the usual office dismissal chant on particular feast days, or may have 
merely been a "stylized compositional category that simply incorporated the versicle text as a 
generic gesture."25 These particular versus may then have been performed as a part of the liturgy or 
outside of it entirely in an extra-liturgical context. 
 Versus without the Benedicamus ending and conductus may have served two purposes: they 
too may have been performed extra-liturgically, and they may have served a para-liturgical purpose. 
Para-liturgical versus and conductus were not a part of the Mass or the Office themselves, but were 
performed during the liturgy.26 An example of this kind of work is the conductus Ver pacis aperit, 
                                                
 20 The manuscript referred to as StM-A is Paris, Bibliothèque Nationale, fonds latin 1139. 
 21 The manuscript referred to as StM-B is Paris, Bibliothèque Nationale, fonds latin 3549. 
 22 See Fuller, "Aquitanian Polyphony," vol. 2, 368-404, for a list of all the rubrics contained 
in the manuscripts together with other information about each work. 
 23 See van der Werf, Oldest Music, vol. 1, 59-60, for a discussion of the contents of the 
contents of the Codex Calixtinus and the purpose of the music contained in it. See Fuller, "Early 
Polyphony" 541-3 for a comparison of the musical features of the Aquitanian and Calixtine 
repertories. 
 24 See van der Werf, Oldest Music, vol. 1, 169-171 for a list of the rubrics in the Codex 
Calixtinus. 
 25 Rachel Golden Carlson, "Devotion to the Virgin Mary in Twelfth-Century Aquitanian 
Versus," diss., University of North Carolina, Chapel Hill, 2000, vol. 1, 27. See also Fuller, 
"Aquitanian Polyphony," vol. 1, 24, where Fuller suggests that the only real difference between the 
versus and Benedicamus Domino versus repertories is that the Benedicamus Domino ending 
"simply define[s] a particular ritual use of certain of the versus." 
 26 The term "para-liturgical" is defined by John Harper as "a modern term to describe 
Christian observances which are not part of the prescribed liturgy, but which relate to it in structure 
or intent." In Harper, The Forms and Orders of Western Liturgy from the Tenth to the Eighteenth 
Century: A Historical Introduction and Guide for Students and Musicians (Oxford: Clarendon 
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written on the occasion of the coronation of Philip Augustus in 1179 and discussed in Chapter 4 
below. In demonstating this conductus's close musical links with the coronation liturgy, Leo 
Schrade observes that the conductus would have been performed after the king was anointed, while 
the royal insignia was being brought forward.27 This para-liturgical conductus was performed 
during the coronation liturgy but was not a part of it.  
 Sarah Fuller notes the absence of any clues in the Aquitanian versaria as to the time or 
occasion within the liturgical year when the versus might be performed,28 but proposes that they 
would have served the same purpose as conductus due to the presence of a collection of works 
written in the same style as the Aquitanian versus repertory in the manuscript Madrid 289 which 
have the rubric "conductus."29 Fuller concludes that the versus would have been sung during 
processions, but probably not by those actually taking part in the processions as the music is too 
complex to be performed while moving between stations. The Benedicamus Domino versus most 
likely were also performed in a fixed position.30 James Grier suggests that Aquitanian-style versus 
might have filled both suggested roles: processional music and also recreational songs for monks.31  
 Craig Wright also considers the Notre Dame conductus repertory, along with the collection 
of motets, suitable works for the secular clergy to perform during periods of recreation.32 Nancy van 
Deusen observes that the texts of the conductus repertory concern "instruction and values in life" 
and are concerned with the goal of living a moral life.33 A more widely understood meaning of the 
                                                                                                                                                            
Press, 1991) 309. Those versus and conductus which were performed para-liturgically were not a 
part of the liturgy as such but were performed during the Office or Mass. 
 27 Leo Schrade, "Political Compositions in French Music of the 12th and 13th Centuries: 
The Coronation of French Kings," Annales Musicologiques 1 (1953): 28, 41. 
 28 Fuller says that "versarium was apparently the 12th-century term for collections of the 
rhythmic poems that are called versus in Lat. 1139 [StM-A]" ("Aquitanian Polyphony," vol. 1, 9, 
note 9). 
 29 Fuller, "Aquitanian Polyphony," vol. 1, 16, 26-7. The subjects of the versus texts, 
however, as Fuller and Carlson in particular have pointed out, are largely concerned with Christ's 
birth and Marian devotion. Leo Treitler traces the history of the earliest monophonic versus from 
the ninth-century monastic songs associated with St. Gall, through the Aquitanian versus repertory 
to the Notre Dame conductus. He observes that "if we consider the Notre Dame pieces from the 
point of view of the occasion and manner of their performance, we shall find a situation much like 
that of the earlier collections" ("The Aquitanian Repertories of Sacred Monody in the Eleventh and 
Twelfth Centuries," 3 vols., diss., Princeton University, 1967, vol. 1, 3-14). 
 30 Fuller, "Aquitanian Polyphony," vol. 1, 34. 
 31 James Grier, "A New Voice in the Monastery: Tropes and Versus from Eleventh- and 
Twelfth-Century Aquitaine," Speculum 69.4 (1994): 1034, 1047. 
 32 Craig Wright, Music and Ceremony at Notre Dame of Paris, 500-1550 (Cambridge: 
Cambridge University Press, 1989) 192. 
 33 Nancy van Deusen, Theology and Music at the Early University (Leiden: Brill, 1995) 44, 
49. Van Deusen describes the conductus as a thirteenth-century genre, and does not mention the use 
of the term as a rubric in twelfth-century manuscripts. Moreover, the works that she describes are 
only a portion of those collected in the conductus fascicles of the Notre Dame manuscripts. Her 
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term "conductus," however, relates to the interpretation of its purpose as a processional composition 
inserted in the Mass and Office. Knapp describes the songs in the Circumcision Offices of Sens, 
Beauvais and Laon that are given the rubric "conductus" as labelled such "by reason of their 
particular function," that is, compositions sung to accompany a procession.34 This is the most 
common interpretation of the term "conductus" in the literature: John Stevens describes it as "a song 
for 'leading' or escorting, especially for leading the lesson-reader in procession to his lectern," or, 
for works that do not have a text that presages a reading, "escort or processional songs in a wider 
sense."35 Likewise, Leonard Ellinwood describes the function of the conductus as "used for festive 
or processional purposes both within and without the church."36 Schrade's observation that Ver 
pacis aperit would have been performed after the king was anointed, while the royal insignia was 
being brought forward, also describes a processional song.37  
 Two significant observations of Bryan Gillingham contrast strongly with this conventional 
interpretation of the function of the conductus. The first is the use of the word "conductus" itself. 
There are a great many meanings of the Latin verb duco, and the most common translations 
employed by musicologists, to "lead" or "escort," are not common uses of the verb, claims 
Gillingham, whereas to "bring together" or "unite" are more common, and, he considers, more 
plausible, translations of duco.38  Gillingham also points out that the term used by the theorist 
Walter Odington to describe a species of discant in which two voices sing alternately is a 
circumductus, a rotabilis or a rondellus. Odington goes on to say that if the voices do not sing in 
that way but all sing at the same time, the song is a conductus.39 Gillingham translates 
"circumductus" as "leading around" and "conductus" as "joining together," terms, he says, that are 
"coined from the intrinsic nature rather than the utilitarian purpose of the musical types they 
describe."40  
                                                                                                                                                            
observations do not apply to, for example, the Marian devotional conductus that make up a large 
portion of the repertory or a conductus such as Ver pacis aperit.  
 34 Knapp, "Conductus, §1: Aquitaine and Related Areas". 
 35 John Stevens, Words and Music in the Middle Ages: Song, Narrative, Dance and Drama: 
1050-1350, Cambridge Studies in Music (Cambridge: Cambridge University Press, 1986) 56, 58. 
 36 Leonard Ellinwood, "The Conductus," The Musical Quarterly 27.2 (1941): 165. 
 37 Schrade, "Political Compositions" 41. 
 38 Gillingham, "New Etiology" 61. 
 39 Gillingham quotes the original passage from Odington, given in Edmund de 
Coussemaker, Scriptorum de musica medii aevi novam seriem (Paris: n.p., 1864) vol. 1, 245: 
"Habet quidem discantus species plures. Et si quod unus cantat, omnes per ordinem recitent, vocatur 
hic cantus Rondellus, id est, rotabilis vel circumductus; et hoc vel cum littera vel sine littera sit. Si 
vero non alter alterius recitat cantum, sed singuli procedunt per certos punctus, dicitur Conductus, 
quasi plures cantus decori conducti." 
 40 Gillingham, "New Etiology" 62-3. 
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 The second observation made by Gillingham is that although the word "ad" (typically 
translated as "to" or "towards" and therefore signifying movement) is found in the rubric of a 
number of conductus (particularly those in the liturgical dramas of Sens and Beauvais and the 
Circumcision Offices), "ad" can also be translated as "at," "near to," "by," or "close by," and 
therefore need not incorporate movement during the singing of the conductus at all.41 Such 
observations allow Gillingham to broaden his interpretation of the term conductus to include the 
Aquitanian versus repertory, because it includes works that are not necessarily processional and are 
sung together rather than in alternation like a sequence or rondellus.42   
 Clearly the terms "versus" and "conductus" have many meanings, and in some cases seem to 
be interchangeable. For this reason, the present study uses the term "versus repertory" when 
discussing the works of the central Aquitanian repertory, the polyphonic works in the Codex 
Calixtinus, and other works from the related repertories such as those found in Madrid 28943 and 
concordances. The term "conductus repertory" applies to the works found in the central Notre Dame 
manuscripts.  It should be noted, however, that these labels do not attempt to indicate the 
geographical areas in which the works were performed, but rather the musical styles that may have 
developed in these places. The widespread locations of manuscripts containing these styles suggests 
that the works of each repertory were known and performed in many places outside of Aquitaine 
and Paris.44 My comparisons of these works will use generic terminology to describe sections of the 
works; for example, "texted sections" and "melismas" rather than "cum littera" and "caudae." These 
Latin descriptions of sections of works are associated with thirteenth-century theorists and the 
conductus repertory, and since there are no theoretical sources describing the works of the 
Aquitanian repertory in such a way I therefore avoid the Latin terms. Terms such as "sine littera" 
and "cum littera" are used in Chapter 3, because this chapter specifically refers to Notre Dame 
conductus.  
                                                
 41 Gillingham, "New Etiology" 60. 
 42 Gillingham, "New Etiology" 63. See also Bryan Gillingham, "Conductus as Analgesic," 
Canadian University Music Review / Revue de musique des universités canadiennes 14 (1994): 49-
59, where he describes a conductus written for Pope Boniface VIII to help him keep awake during a 
vigil. The text has a medical and slightly religious theme, and Gillingham concludes that "it does 
confim that such a piece could be used in other than liturgical circumstances by the most eminent 
figures in the church for purposes other than those 'processional' ones which have so long dogged 
the history of the genre" (58). 
 43 Madrid, Biblioteca Nacional, 289. 
 44 See, for example, Craig Wright's brief discussion "The Dissemination of the Magnus liber 
organi beyond Paris: An Hypothesis" in Music and Ceremony 267-72, which explains the reasons 
for and process by which works would have been taken from Paris to other parts of Europe. Fuller 
lists the works found in the principal Aquitanian manuscripts (StM-A, StM-B, StM-C and StM-D) 
and the concordances they share with manuscripts created outside of Aquitaine; see "Aquitanian 
Polyphony," vol. 2, 368-404. 
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 A further similarity between portions of the versus and conductus repertories concerns the 
poetry of their texts. Many versus and conductus with a Marian theme demonstrate a similar 
approach to the use of Biblical imagery within their texts.45 Examples of this approach may be 
found in the text of the conductus Nove geniture,46 discussed in Chapter 4.47 In the notes that 
accompany his translation of the text of Nove geniture, Anderson observes that the work includes 
references to three Old Testament ideas that find fulfillment in the birth of Christ: 
 Papet qui descendens, / Lapis est ascendens, / Fulget flos insignis, / Extra  micat ignis / Inter 
 rubum splendens, / Non est opus signis /  
 Nato Christo. 
 He, descending, is manifest, / A jewel has arisen: / Shines a flower of wondrous fire, / It 
 flashes and lightens without / And within the bush it glitters. / There is no need for signs / 
  When Christ is born.       
These three images, Anderson notes, are the "jewel," which he suggests "could be the stone cut 
without hands" in Daniel 2:34, the "flower," which Anderson says refers to Christ in Isaiah 9:1, and 
the "bush," which "is symbolic of both Christ and Mary" and refers to the burning bush in Exodus 
3:2.48  
 Carlson observes that the image of the "stone cut without hands" appears in two versus: 
Resonemus hoc natali (A-I f. 50) and De monte lapis scinditur (D-II f. 19v). The significance of this 
passage is clarified by Honorius of Autun: "The stone cut from the mountain without hands of 
hewers is Christ, born of the Virgin without hands of carnal embrace."49 
 Carlson states that the flower motif was frequently used in versus texts, both to depict Mary 
(she is called "the gentle rose" in the monophonic versus Radex Iesse, in A-II f. 46) and to depict 
the virtue of Christ, such as in Per letalis pomi pastum (in D-I f.1), where the poet states that "the 
                                                
 45 The theological content and religious function of the texts of the Marian Aquitanian 
versus, including their use in lectio divina, is examined in Rachel Golden Carlson, "Striking 
Ornaments: Complexities of Sense and Song in Aquitanian 'Versus'," Music & Letters 84.4 (2003): 
527-556. The versus Quam felix cubiculum (discussed in Chapters 5 and 6) and Verbum patris 
umanatur (discussed in Chapter 4) are particularly discussed in Carlson's study (see pages 532-3 
and 533-4 respectively).  
 46 This conductus is found in F, f. 355, as well as five other manuscripts. See Chapter 4 for 
details. 
 47 The conductus Ave nobilis venerabilis Maria, also discussed in Chapter 4, similarly has a 
Marian theme but is a prayer of supplication to the Virgin Mary, rather than a poem in the style of 
the texts discussed here. 
 48 Gordon A. Anderson, 2pt Conductus in the Central Sources, Notre Dame and Related 
Conductus: Opera omnia, vol. 4 (Henryville: The Institute of Mediæval Music, 1986) XIV. 
 49 See Carlson, "Devotion to the Virgin Mary," vol. 1, 97-98. For the texts and translations 
of the two versus, see vol. 2, 355 and 584. For a discussion of the different ways in which the idea 
of the stone cut without hands is treated in these two works, see Rachel Golden Carlson, "Two 
Paths to Daniel's Mountain: Poetic-Musical Unity in Aquitanian Versus," The Journal of 
Musicology 23.4 (2006): 620-646. Translation of Honorius of Autun is by Anderson, 2pt 
Conductus: Central Sources XIV.   
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thorn brought forth the rose."50 The lily motif can also refer to Christ, as it does in the final stanza 
of Nove geniture. Carlson observes that this was not so in the earlier versus repertory, but after the 
middle of the twelfth century the idea became increasingly popular. The roles of Christ and Mary 
became more similar in the theological thought of this time: both were considered to be "exemplars 
of idealized virginity" and "mediators between the human and the divine,"51 and the use of the lily 
as a description of Christ in the versus repertory allowed the poets to combine the ideas of the purity 
of the Virgin birth with Christ's suffering on the cross. Versus that use the image of Christ as lily 
include the three monophonic versus Uterus hodie (C-III f. 38v), Lilium floruit (C-III f. 43) and 
Sicut gramen floridum (D-I f. 25v), and the polyphonic versus Virga Iesse floruit (C-IV f. 45).52 
 The "bush" of Nove geniture is also a common thematic device in the poetry of the versus. 
The burning bush observed by Moses, which was on fire but not consumed by it, was used as a 
symbol of Mary's retention of her virginity despite having given birth. Carlson notes that this 
description of Mary's virginity was in use as early as the fourth century, and the idea appears in one 
of the earliest layer versus, the monophonic work Alto consilio (A-I f. 38v), where it is the theme of 
the entirety of stanza VI: 
 Ardet rubus sed ardenti / non nocet vis elementi / flamma nichil destruit / Sic virgine 
 pariente / nichil partu destruente / virginitas floruit 
 The bush burns, but the power of the element / does not do harm to that which 
  is burning; / the flame demolishes nothing. / Thus, in the Virgin giving birth, / a birth 
  destroying nothing, / virginity flowered.  
The burning bush theme also appears in a number of other versus: O primus homo corruit (B f. 152, 
D-I f. 7v), Ave mater salvatoris (D-I f. 16v), Homo gaude (C-I f. 19) and Per letalis (D-I f. 1).53 Per 
letalis and Homo gaude, like Nove geniture, mention the bush motif briefly, in a string of different 
images surrounding the virgin birth. None of the versus texts use precisely the same idea as that in 
Nove geniture, however: the idea that Christ himself is actually inside the bush as it burns, and that 





                                                
 50 Carlson, "Devotion to the Virgin Mary," vol. 1, 246-7, 253, vol. 2, 433, 561-2. 
 51 See Carlson, "Devotion to the Virgin Mary," vol. 1, 243-4, 252. 
 52 See Carlson, "Devotion to the Virgin Mary," vol. 1, 249, 252-3 for discussion of the lily 
theme as it relates to Christ. Vol. 2, pages 474, 484, 493 and 577 give Carlson's texts and 
translations for the four versus that describe Christ as a lily. 
 53 Carlson, "Devotion to the Virgin Mary," vol. 1, 104-5, 107. For the text and translation of 






1.1 Primary Sources 
1.1.1 Aquitanian and Related Sources  
 The Aquitanian polyphonic repertory exists in four major sources written in Aquitanian 
chant notation: Paris, Bibliothèque Nationale, fonds latin 1139 (StM-A), Paris, Bibliothèque 
Nationale, fonds latin 3549 (StM-B), Paris, Bibliothèque Nationale, fonds latin 3719 (StM-C) and 
London, British Library, Add. 36881 (StM-D). Works in this style are also found in a number of 
other sources such as the Codex Calixtinus and manuscripts from Norman Sicily. Three of the four 
main sources for polyphony were at the abbey of St Martial in Aquitaine by the early thirteenth 
century; the fourth source, StM-D, is of unknown provenance,1 although Bryan Gillingham suggests 
that it may have come from the area that borders France and Spain.2 The four main sources are 
connected stylistically, through concordances, and by their use of Aquitanian chant notation. For 
this reason Sarah Fuller has suggested that the repertory be called Aquitanian (rather than its more 
common name of Saint Martial) monophony and polyphony.3 Table 1.1 below lists the central 
Aquitanian and related sources. The approximate dates of copying given in the table are considered 











                                                
 1 David Hiley, "Sources, MS, §IV: Organum and Discant, 3. Aquitanian and Related 
Sources," Grove Music Online, most recent access 1 May 2015 
<http://www.oxfordmusiconline.com>.  
 2 Bryan Gillingham, "Saint Martial Polyphony – A Catalogue Raisonné," Gordon Athol 
Anderson (1929-1981): In Memoriam, ed. Margaret Bent and Bryan Gillingham, vol. 1 (Henryville: 
The Institute of Mediæval Music, 1984) 211. 
 3 Sarah Ann Fuller, "Aquitanian Polyphony of the Eleventh and Twelfth Centuries," 3 vols, 
diss., University of California, Berkeley 1969, vol.1, 2. 
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Table 1.1  
Aquitanian and Related Sources 
Manuscript Siglum Approximate Date of Copying  
 
Paris, Bibliothèque Nationale, fonds latin 1139 StM-A 1125 (Gillingham) 
1110 (Fuller) 
Fuller: "[T]hree prosers, a collection of pieces for Marian feasts, a booklist from St. Martial and various 
other documents related to the Abbey, as well as the large versarium."4 
 
Paris, Bibliothèque Nationale, fonds latin 3549 StM-B 1120-1130 (Fuller) 
Fuller: "[A] compound of miscellaneous texts, which seem to have been gathered together solely for the 
convenience of binding. The versarium, the only section with music, appears unexpectedly at the end of this 
mélange."5  
 
Paris, Bibliothèque Nationale, fonds latin 3719 StM-C C-I 1110 
C-II 1110 
C-III 1120-1130 
C-IV 1120-1130 (Fuller) 
Fuller: As well "as a large central versarium section," the manuscript contains "various fragments of texts 
and two fascicles of Marian Offices (both with music)."6 
 
London, British Library, Ad. 36881 StM-D D-I late 12th century 
D-II early 13th century 
(Gillingham) 
D-I and D-II late 12th century 
(Fuller) 
Fuller: "All four fascicles … contain music, but the final three leaves are clearly extraneous to the main 
collection of versus."7 
 
Cambridge, University Library, Ff.i.17(i) Cambridge 17 1200 (Gillingham) 
Contains 35 works: three transmit texts only, a further seven transmit the text below empty staves, twelve are 
monophonic, twelve more are for two voices, and one work is for three voices.8 
 
Santiago de Compostela, Biblioteca de la Catedral 
Metropolitana (unnumbered)  
Codex Calixtinus 1173 (Hiley) 
1140-1164 (Fuller) 
Contains monophonic music for the Masses and Offices of St James, 20 polyphonic works and another work 
written in successive notation, in addition to a collection of writings concerning St James.9 
 
                                                
 4 Fuller, "Aquitanian Polyphony," vol. 1, 36. The six volumes of the versarium are described 
on pages 37 and 38. 
 5 Fuller, "Aquitanian Polyphony," vol. 1, 36. 
 6 Fuller, "Aquitanian Polyphony," vol. 1, 36.  
 7 Fuller, "Aquitanian Polyphony," vol. 1, 36. 
 8 Cambridge, University Library, Ff.i.17(1), ed. Bryan Gillingham (Ottawa: The Institute of 
Mediæval Music, 1989) xv-xxiv. 
 9 Hiley, "Aquitanian and Related Sources." 
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 The manuscript known as StM-A10 is made up of two independent sources which have been 
bound together.11 It contains the smallest collection of polyphony of the four Aquitanian sources.12 
There is a great deal of monophonic music in this source as well as the small amount of polyphony. 
Bryan Gillingham suggests that the style of poetry and notation point to StM-A being created in 
about 1125, although the polyphonic music itself is much earlier than the manuscript into which it 
was copied; Fuller places both sources in the manuscript in what she terms the "Early" copying 
period, around 1100.13  
 StM-B contains a collection of music that makes up only about one-eighth of its total.14 The 
rest of the manuscript is comprised of "sermons, histories, theoretical tracts, and letters, drawn from 
a wide variety of sources and ranging over many centuries."15 The manuscript was compiled at the 
beginning of the thirteenth century by Bernard Itier, succentor at St Martial, and the music it 
contains had been collected from the previous three hundred years.16 The polyphony, however, has 
been ascribed by Fuller to what she classifies as the "Middle" period of Aquitanian polyphonic 
manuscript copying, around 1120-1130.17 
 StM-C is the largest collection of polyphony, containing works notated by more than ten 
different scribes. It contains various kinds of monophonic song as well as polyphony, with some 
repetition of material, possibly due to the vast size of the collection.18 Fuller has found four 
different layers of polyphony in the manuscript, two of which (C-III and C-IV) she ascribes to a 
"Middle" period, from c. 1120 to 1130, and one layer each in "Early" (C-II) and "Transitional" (C-I, 
tentatively 1110) periods.19 
 The manuscript London, British Library, Add. 36881 has been given the siglum StM-D. It is 
the only one of the four Aquitanian polyphonic manuscripts containing music alone. Gillingham 
dates the two sections of the manuscript as from the late twelfth and early thirteenth centuries 
                                                
 10 The facsimile edition was published as Paris, Bibliothèque Nationale, Fonds Latin 1139, 
ed. Bryan Gillingham (Ottawa: The Institute of Mediæval Music, 1987). 
    11 Fuller, "Aquitanian Polyphony," vol. 1, 48. Each of the Aquitanian manuscripts, with the 
exception of StM-B, is made up of smaller sources bound together. Fuller uses Roman numerals to 
designate each of these sections, for example StM-AI and StM-AII. 
 12 Gillingham, "Catalogue Raisonné" 217. 
 13 Gillingham, "Catalogue Raisonné" 218; Fuller, "Aquitanian Polyphony," vol. 1, 51. 
 14 The facsimile edition was published jointly with StM-D as Paris B.N., Fonds Latin 3549 
and London, B.L., Add. 36,881, ed. Bryan Gillingham (Ottawa: The Institute of Mediæval Music, 
1987). 
 15 Gillingham, "Catalogue Raisonné" 220-1. 
 16 Gillingham, "Catalogue Raisonné" 220-1. 
 17 Fuller, "Aquitanian Polyphony," vol. 1, 51. 
 18 The facsimile edition was published as Paris Bibliothèque Nationale, Fonds Latin 3719, 
ed. Bryan Gillingham (Ottawa: The Institute of Mediæval Music, 1987). Gillingham, "Catalogue 
Raisonné" 219. 
 19 Fuller, "Aquitanian Polyphony," vol. 1, 51. 
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respectively.20 Fuller initially stated that both sections of the manuscript belonged to her "Late" 
period (c. 1150), however she revised this date in a later article, observing that the use of staves in 
groupings and the text copyist's hand, with its increased use of abbreviations and more compressed 
spacing, show that StM-D was copied "in the later 12th century" and that these copying 
characteristics "become even more pronounced in the 13th [century]."21 The scribes' groupings of 
previously-used dry-point lines into staves make the pages far more suitable for documenting music 
than they had been in earlier sources.22  
 The manuscript Cambridge, University Library, Ff.i.17(i) contains thirty-five songs with 
concordances in a very broad collection of manuscripts, including StM-C, StM-D and F (to be 
discussed shortly). The versus Verbum patris umanatur, discussed in Chapter 4, appears in this 
manuscript in a version for three voices. Gillingham suggests that the manuscript was copied 
around 1200, and that the works date from before that.23 
 The manuscript Santiago de Compostela, Biblioteca de la Catedral Metropolitana 
(unnumbered), known as the Codex Calixtinus, the Liber sancti Iacobi or Jacobus, is not directly 
related to either the Aquitanian or Notre Dame repertories. It has two contrafacta shared with the 
Aquitanian repertory,24 however, and the possibility of its French origins25 suggests that it ought to 
be included in the present survey of polyphony. The manuscript begins with a letter said to be from 
Pope Calixtus, and although this attribution is considered to be false, the manuscript derived its 
name from this supposed papal connection.  
 As well as a collection of twenty polyphonic songs, the Codex Calixtinus contains various 
texts concerning St James and pilgrimage to his shrine at Santiago de Compostela in Spain. The 
texts include accounts of miracles attributed to him, stories about his life and maps for pilgrims, as 
well as liturgical texts and monophonic settings for his feast day.26 Fuller suggests the Codex was 
                                                
 20 Gillingham, "Catalogue Raisonné" 222. 
 21 Fuller, "Aquitanian Polyphony," vol. 1, 51; Sarah Fuller, "The Myth of 'Saint Martial' 
Polyphony: A Study of the Sources," Musica Disciplina 33 (1979): 20. 
 22 Fuller, "Aquitanian Polyphony," vol. 1, 53-4. 
 23 The facsimile edition was published as Cambridge, University Library, Ff.i.17(1), ed. 
Bryan Gillingham. The facsimile is accompanied by Gillingham's transcriptions of the works, both 
in measured and unmeasured versions. The process by which Gillingham determines the rhythm of 
works of this kind is examined in Chapter 2, where his approach to transcribing the rhythm of the 
Aquitanian polyphonic repertory is discussed. 
 24 Hendrik van der Werf, The Oldest Extant Part Music and the Origin of Western 
Polyphony, 2 vols. (Rochester, New York: Hendrik van der Werf, 1993) vol. 1, 4. 
 25 Hiley, "Aquitanian and Related Sources".  
 26 Hiley, "Aquitanian and Related Sources". 
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complied some time between 1140 and 1164,27 whereas Hiley believes that c.1173 might be more 
accurate.28  
 Christopher Hohler's examination of the Codex Calixtinus reveals some unusual features of 
the manuscript. Hohler considers that the author (called "Calixtus," he suggests, as a kind of pen-
name) was a travelling teacher of grammar, rhetoric and theology, who taught boys in a parish 
church school. The music and liturgy of Book I, Hohler says, are not from the Benedictine Office 
repertory, as many others have assumed, but rather for a secular office.  He also considers the 
manuscript to have strong links with Cluny, and that "Calixtus" worked at St. Jacques de la 
Boucherie in Paris (hence the focus on St. James) before moving to Cluny.29  
 Like Gillingham, Hohler considers that the way in which the Pilgrim's Guide was written 
points to a French rather than a Spanish author,30 although different parts of the manuscript were 
most likely written in different places: some parts were written in Spain, says Hohler, although not 
by a Spaniard, and completed in Paris at a church with close links to St. Denis, that is, St. Jacques 
de la Boucherie. Other parts, Hohler continues, were written at Cluny when the author moved there 
from Paris.31 He considers that the colophon stating that the work was copied at Cluny (as well as 
mentioning a number of other places in the Cluniac Ecclesia) is essentially correct, although the 
school at Cluny would have been attached to the parish church rather than the Abbey.32 Gillingham 
accounts for the inclusion of the other places mentioned in the colophon, such as Rome, Jerusalem 
and Gaul, by pointing out the locations of some of the people mentioned as composers in the 
section of monophonic music following Book I: Pope Calixtus in Rome, William, the patriarch of 
Jerusalem, and Fulbert of Chartres, from Gaul.33 
 Gillingham takes the conventional attitude that the Pilgrim's Guide is an actual guidebook 
written for would-be travellers, but he draws attention to a number of unexpected things there, such 
as the omission of places in the guide that would be considered essential for a traveller: "Paris, 
Chartres, Moissac, Cahors, Le Puy, St. Martial de Limoges, and many celebrated monuments." 
Such omissions leave the reader, Gillingham says, with a guide that is "anecdotal and 
incomplete."34 Hohler, on the other hand, interprets this unusual book and also the book of history 
of Charlemagne's Spanish campaigns in a different way. He points out that the repetition used in the 
                                                
 27 Fuller, "Aquitanian Polyphony," vol. 1, 86. 
 28 Hiley, "Aquitanian and Related Sources". 
 29 Christopher Hohler, "A Note on Jacobus," Journal of the Warburg and Courtauld 
Institutes 35 (1972): 38-9, 43. 
 30 Bryan Gillingham, Music in the Cluniac Ecclesia: A Pilot Project (Ottawa: The Institute 
of Mediæval Music, 2006) 61; Hohler 33, 37. 
 31 Hohler 37-9, 43. 
 32 Hohler 47. 
 33 Gillingham, Cluniac Ecclesia 64-5. 
 34 Gillingham, Cluniac Ecclesia 65. 
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Guide would be "infuriating for a traveller, but excellent for memorisation and revision" and that 
the particular way in which each topic is treated provides a template for students learning to write.35 
Likewise, the history of Charlemagne was not written merely to record events but rather as a 
teaching tool for students of Latin. The text is full of mistakes that must be amended by the 
students: grammatical errors as well as rhetorical faults (such as the misuse of anticlimax) and 
theological mistakes.36 Gillingham also points out that the final polyphonic work in the Codex has 
verses that, while glorifying St James, are based on five of the six Latin cases, that is (in the order in 
which they appear), nominative, genitive, dative, accusative and vocative.37 This would seem to 
further strengthen Hohler's view that the Codex is a book for a teacher of Latin to use with his or 
her students.  
 Hohler has also identified the texts quoted in the sermon Vigilie noctis sacratissime as 
belonging to the Feast of Fools, celebrated in Christmas week. He points out that Cluny did not 
celebrate a Feast of Fools, although it was the custom in Paris. The texts appear in the Sens and 
Beauvais usages, which "(where they agree) ... can safely be treated as evidence for Paris."38 
 The music in the manuscripts has traditionally been considered to be a collection for use at 
Santiago Cathedral, but Hohler refutes this. He believes that like the rest of the manuscript, the 
collections of music were designed to be performed in the parish church (most likely, he says, St. 
Jacques de la Boucherie) by the boys who were taught by the manuscript's owner. The added voice 
given to some of the monophonic works is proof, he says, that they were actually performed.39 The 
twenty polyphonic works included at the very end of the codex are attributed to a number of French 
identities, and unlike van der Werf who considers these names to be dubious and added for the sake 
of drawing attention to the pieces, Hohler suggests that the works were most likely written by others 
outside of the author's own church school. He considers the obscurity of some of these names is 
good evidence that they are genuine, not added for the sake of glorifying the compositions.40 Craig 
Wright claims that these attributions are proof that twelfth-century composers began to give their 
names to polyphonic works they had created by themselves.41 Gillingham identifies a large number 
of the men to whom the polyphony is attributed and points out that a number of these church leaders 
                                                
 35 Hohler 51. 
 36 Hohler 34. 
 37 Gillingham, Cluniac Ecclesia 274. 
 38 Hohler 45, 47. 
 39 Hohler 44-5. 
 40 Van der Werf, Oldest Music, vol. 1, 195; Hohler 48. 
 41 Craig Wright, Music and Ceremony at Notre Dame of Paris: 500-1550 (Cambridge: 
Cambridge University Press, 1989) 273. 
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had links to Cluny and the institutions over which it ruled, although he is unable to identify two of 
the names: Master Iohannes Legalis and the "antiquo episcopo Boneventino."42  
 Van der Werf considers the music collections in the Codex to serve a different purpose from 
the more usual collections of music used by cantors. He suggests that the people who were 
performing this kind of music regularly were not likely to have owned such an expensive book, 
with some full-page illuminations that stand in sharp contrast to the kinds of decorations found in 
other musical manuscripts. It is even possible, van der Werf suggests, that the person to whom the 
book was given did not know how to read music but may have appreciated having a book that 
contained it.43 
 Although it may not have been used by professional musicians, the Codex Calixtinus shares 
two contrafacta with the central Aquitanian sources and contain eighteen other works written in this 
style. It is therefore an important source of early polyphony that is closely related to the versus 
investigated in the present study.  
 
1.1.2. Notre Dame and Related Sources 
 The Notre Dame repertory survives today in three major sources, one smaller source, one 
treatise of musical examples (which will be discussed in the section on theorists below), and a 
variety of fragments.44 These manuscripts contain, among other kinds of works, conductus of two 
sorts: the central, Paris-based repertory of highly virtuosic, melismatic conductus perhaps not 
performed "outside the immediate Notre Dame orbit,"45 and conductus with less elaborate text 
setting and shorter or no melismas. Gordon Anderson describes these latter as peripheral works and 
suggests that they might be more closely related to the troubadour and trouvère repertories than to 
the central Parisian works.46 The present study examines conductus written in the less elaborate, 
                                                
 42 Gillingham, Cluniac Ecclesia 176-7. 
 43 Van der Werf, Oldest Music, vol. 1, 151-2. 
 44 Some of these fragments are discussed in Mark E. Everist, "A Reconstructed Source for 
the Thirteenth-Century Conductus," Gordon Athol Anderson (1929-1981): In Memoriam von seinen 
Studenten, Freunden und Kollegen, ed. Margaret Bent and Bryan Gillingham, vol. 1 (Henryville: 
The Institute of Mediæval Music, 1984) 97-118 and in Everist, "A New Source for the Polyphonic 
Conductus: MS 117 in Sidney Sussex College, Cambridge," Plainsong and Medieval Music 3.2 
(1994): 149-168. 
 45 Gordon A. Anderson, "Nove geniture: Three Variant Polyphonic Settings of a Notre-
Dame Conductus," Studies in Music 9 (1975): 12-13. 
 46 Anderson, "Nove geniture," 11, 13-14. Also see Robert Falck, The Notre Dame 
Conductus: A Study of the Repertory (Henryville: The Institute of Mediæval Music, 1981) 70-71 for 
a discussion of which works in the seventh fascicle of F might be considered central and which 
peripheral. It would seem that when Edward Roesner states that "[o]rgana and conductus are both 
conceived on a grand scale" in comparison with the brevity of motets, he is referring to the central 
repertory, rather than all of the conductus transmitted in the Florence manuscript. See Roesner, 
Antiphonarium seu Magnus liber organi de gradali et antiphonario: Color Microfiche Edition of 
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peripheral style. Conductus of both kinds appear in the thirteenth-century manuscripts. Table 1.2 
below lists the central Notre Dame sources and selected related sources. The approximate dates of 
copying given in the table are considered in the following discussion. 
 
Table 1.2 
Notre Dame and Related Sources 
 
Manuscript Siglum Approximate Date of 
Copying 
Wolfenbüttel, Herzog August Bibliothek, Guelf. 628 
Helm. 
W1 1230 (Baltzer) 
Contents: organum, clausulae, conductus. The 11th fascicle contains music for two voices for Lady 
Mass.47 
 
Klasztor sióstr Klarysek pod wezwaniem !wi"tej Kingi, 
Muz 9 
Muz 9 1240s (Curry) 
Contents: the remaining fragments of this manuscript contain Mass and Office polyphony, motets 
and a texted cauda of a conductus.48 
 
Florence, Biblioteca Medicea Laurenziana, Pluteus 29.1 F 1245-1255 (Baltzer) 
Contents: organa, clausulae, conductus, motets, rondeaux.49 
 
Wolfenbüttel, Herzog August Bibliothek, Cod. Guelf. 
1099 Helm. 
W2 1240-1260 (Everist) 
1260-1275 (Baltzer) 
Contents: organa, a clausula, conductus, motets.50 
 
Madrid, Biblioteca Nacional, 20486 Ma 1250-1275 (Hiley) 
Contents: organa, clausulae, conductus, motets, hocket.51 
 
Paris, Bibliothèque Nationale, lat. 15139 StV 1250-1275 (Hiley) 
Contents: organa, clausulae, conductus and motets, as well as a small number of other sacred works 
and composition treatises.52 
 
                                                                                                                                                            
the Manuscript Firenze, Biblioteca Medicea Laurenziana, Pluteus 29.1: Introduction to the 'Notre-
Dame Manuscript' F (Munich: Edition Helga Legenfelder, 1996): 15.  
 47 David Hiley, "Sources: MS, §IV, 4: Parisian and Related Sources," Grove Music Online, 
most recent access 1 May 2015 <http://www.oxfordmusiconline.com>. 
 48 Robert Michael Curry, "Fragments of Ars Antiqua Music at Stary S#cz and the Evolution 
of the Clarist Order in Central Europe in the Thirteenth Century," diss., Monash University, 2003, 
146-170, 180. 
 49 Hiley, "Parisian and Related Sources." 
 50 Hiley, "Parisian and Related Sources." 
 51 Hiley, "Parisian and Related Sources." 
 52 Hiley, "Parisian and Related Sources." 
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 The manuscript Florence, Biblioteca Medicea Laurenziana, Pluteus 29.1 (known as F) is the 
largest surviving collection of Notre Dame polyphony.53 The nineteen conductus examined in the 
present study are drawn from its seventh fascicle.54 The manuscript has been held in Florence since 
the fifteenth century. The careful structure of the order of works in F indicates that the exemplars 
used in the copying of the manuscript were all available on site at the time the manuscript was 
created; none was borrowed.55 The manuscript was long thought to have been created in the late 
thirteenth century, but Rebecca Baltzer reassessed its age by examining the many exquisite 
miniature illuminations it contains. She concludes that it was created between 1245 and 1255.56 
More recently, Barbara Haggh and Michel Huglo have analysed the choice of works in the 
manuscript and the importance of the music it contains to the French royal family, and have 
concluded that the contents of F, as well as the manuscript's physical characteristics, observed by 
Baltzer and Mark Everist, suggest that it was created for Louis IX for the occasion of the dedication 
of the Sainte-Chapelle.57  
 Baltzer describes F as "something of a luxury book," and suggests that it was not designed 
for performers' use. An example of this is the motets Baltzer points out in the book which were 
notated successively rather than written in score. Some of these would have been impossible to 
perform from the manuscript, because different parts were written on the front and back of the same 
page. Baltzer also points out that there are mistakes in the music that would have been quickly 
corrected had the book actually been used for performances.58 The idea of a collector's edition of 
                                                
 53 The facsimile edition of the Florence manuscript was published as Firenze, Biblioteca 
Mediceo-Laurenziana, Pluteo 29,1, ed. Luther Dittmer, 2 vols. (New York: The Institute of 
Mediæval Music, 1966-7). For a description of the manuscript and its contents, see Roesner, 
Introduction to the 'Notre-Dame' Manuscript F 14-20. 
 54 Eighteen of these conductus are examined in Chapters 4, 5 and 6. Another conductus, 
Eclypsim patitur, is discussed in Chapter 3. 
 55 Mark Everist, Polyphonic Music in Thirteenth-Century France: Aspects of Sources and 
Distribution, diss., Oxford University, 1985 (New York: Garland, 1989) 71. 
 56 Rebecca A. Baltzer, "Thirteenth-Century Illuminated Miniatures and the Date of the 
Florence Manuscript," Journal of the American Musicological Society 25 (1972): 15. See also 
Rebecca A. Baltzer, "The Manuscript Makers of W1: More Evidence for an Early Date," Quomodo 
cantabimus canticum? Studies in Honor of Edward H. Roesner, ed. David Butler Cannata, Gabriela 
Ilnitchi Currie, Rena Charnin Mueller and John Louis Nádas (Middleton, Wisconsin: American 
Institute of Musicology, 2008) 107-9 for a comparison of the pen flourishing in F, W1 and other 
related manuscripts. 
 57 Barbara Haggh and Michel Huglo, "Magnus liber: Maius munus. Origine et destinée du 
manuscrit F," Revue de Musicologie 90.2 (2004): 223-4, 230. 
 58 Baltzer, "Miniatures" 15-6. Although some works are copied across page turns in such a 
way that it is necessary to read both sides of a folio at the same time to perform directly from the 
manuscript, this does not inevitably mean that the manuscript could not be used by performers. 
Fuller makes the same observation about the Stuttgart manuscript (Stuttgart, Württembergische 
Landesbibliothek, H. B. I Ascet. 95), one of "the rare musical collections that draws upon both the 
Aquitanian and the Notre-Dame repertories." Fuller considers that the function of the manuscript 
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polyphony is not unusual: both Hendrik van der Werf and Anna Maria Busse Berger suggest that 
the most common reason for the existence of a book of polyphony in the thirteenth century would 
be the desire to hold in one's hands the music already known in one's memory.59 The prestige of 
owning a book must also have intensified the desire to commission a skilfully-executed manuscript 
such as F.  
 Another manuscript (Klasztor sióstr Klarysek pod wezwaniem !wi"tej Kingi, Muz 9) copied 
in France in the 1240s, like F, now exists as a collection of fragments in the Stary S#cz convent of 
Poor Clares in Poland.60 The fragments contain polyphony for the Office and Mass, motets, and a 
texted conductus cauda. Robert Curry suggests that this manuscript could have been given as a 
"diplomatic gift" in the way that F was gifted to the Medici family in Florence. It may have been 
one of the books that were in the possession of the dowager Queen Salome of Halicz, the first Poor 
Clare nun in Poland, whose will made provision for the use and care of her books after her death.61  
 The manuscript Wolfenbüttel, Herzog-August-Bibliothek, Cod. Guelf. 628 Helmst. is 
known by its siglum as W1.62 Unlike the other surviving sources, it contains no motets. Anselm 
Hughes believes this to be an indication that W1 is older than the other manuscripts.63 Another 
distinguishing characteristic of this manuscript is its eleventh fascicle, which contains music in a 
                                                                                                                                                            
was, rather than a score from which the performers would directly perform, rather "a potential aide-
mémoire from which the two voices might be learned." See Fuller, "Hidden Polyphony–A 
Reappraisal," Journal of the American Musicological Society 24.2 (1971): 183-4. However, the 
size, scope and elaborate decoration of F do suggest that this book was created for a collector rather 
than performers. 
 59 See van der Werf, Oldest Music, vol. 1, 151-2 and Anna Maria Busse Berger, Medieval 
Music and the Art of Memory (Berkeley: University of California Press, 2005) 195.  
 60 The fragments were originally part of the bindings of another manuscript, Klasztor sióstr 
Klarysek pod wezwaniem !wi"tej Kingi Muz 1 (olim Manuscript 2D). The manuscripts and 
fragments of Stary S#cz do not have a consistent set of labels used to describe them. For a list of the 
manuscripts of this religious house and the different sigla assigned to them by various scholars, see 
Katarzyna Grochowska, "Tenor Circles and Motet Cycles: A Study of the Stary S#cz Manuscript 
[PL-SS Muz 9] and its Implications for Modes of Repertory Organization in 13th-Century 
Polyphonic Collections," diss., University of Chicago, 2013, 20-21. 
 61 Curry, "Fragments of Ars Antiqua Music at Stary S#cz,"146-170, 180. Curry also 
discusses two other fragments held in Stary S#cz. One is the four-part cantio-conductus Omnia 
beneficia on the folio Muz 7; the characteristics of its text and pentatonic melody show the 
influence of Central and Eastern European music (87-113). The second is the fragment Muz 10, 
which contains the text of a two-part sequence by Philip the Chancellor. Its melody, different from 
the well-known version found elsewhere, is an example, Curry suggests, of cantus planus binatum 
like the simplest works in the eleventh fascicle of W1 (219-221). Grochowska suggests a different 
place of origin for the manuscript. She states that many features of the work, including its text hand, 
decoration, and choice of contents, point to an English origin for Muz 9, and more specifically, to 
Oxford as the place where the manuscript was copied. See Grochowska, "Tenor Circles and Motet 
Cycles," chapter six, especially pages 419-421 and 450-452. 
 62 The facsimile edition was published as An Old St. Andrews Music Book, ed. J. H. Baxter 
(New York: AMS Press, 1973). 
 63 Anselm Hughes, "In hoc anni circulo," The Musical Quarterly 60.1 (1974): 40-1. 
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different style from the rest of the manuscript. This music has traditionally been seen as less 
sophisticated and progressive than Notre Dame polyphony, but Nicola Losseff suggests that the 
relative simplicity of what she calls the English common-discant style of this music may have been 
highly regarded because it did not distract the listener from the liturgy, as the lengthy and elaborate 
Notre Dame settings may have done.64  
 The age of W1 has been much debated.65 Edward Roesner suggests that it was copied in the 
fourteenth century,66 but Julian Brown has examined closely the handwriting of the manuscript and 
concluded that it was created "in the middle of the 13th century, and before rather than after 
1250."67 Sonia Patterson's investigation of the use of pen flourishing around the initials revealed 
similar results: she believes the manuscript was compiled around 1240.68 Rebecca Baltzer's 
examination of the pen flourishes in comparison with other music manuscripts copied around this 
time, as well as her assessment of the way in which the scribe, notator and artist created the 
manuscript suggest to her a date of approximately 1230.69 Unlike F, W1 seems to have been 
designed for performers, as it is laid out in score70 and looks as though it has been used. There are 
drawings in the margins, and the copying is much less tidy than that in F, with some pieces even 
wandering off the ends of staves into the margins in a way that suggests that the copyist was not left 
enough room for an entire piece before the illuminator marked out the beginning of the next one. 
W1 is thought to have been copied somewhere in Scotland for the Augustinian canons at the priory 
of St Andrews.71 
 The manuscript known as W2 is Wolfenbüttel, Herzog-August-Bibliothek, Cod. Guelf, 1099 
Helmst.72 It is a neatly copied manuscript, with pen flourishes and some miniatures of people 
singing, but Everist has suggested that the seven scribes who copied the music into W2 did not 
seem to have had a clear plan about how the manuscript was to be decorated, and so the decoration 
                                                
 64 Nicola Losseff, "Insular Sources of Thirteenth-Century Polyphony and the Significance of 
Notre Dame," diss., London University, 1993, 147. 
 65 See Baltzer, "Manuscript Makers" 103-107, for an overview of scholars' efforts to 
establish the copying date of this manuscript. 
 66 Edward Roesner, "The Manuscript Wolfenbüttel, Herzog-August-Bibliothek, 628 
Helmstadiensis: A Study of Its Origins and of Its Eleventh Fascicle," diss., New York University, 
1974, 145. 
 67 Julian Brown, "Further Observations on W1: Notes on the Handwritings and the Marginal 
Drawings," Journal of the Plainsong & Medieval Music Society 4 (1981): 56. 
 68 Sonia Patterson, "Further Observations on W1: The Flourished Initials," Journal of the 
Plainsong & Medieval Music Society 4 (1981): 59. 
 69 Baltzer, "Manuscript Makers" 107-118. 
 70 Losseff, "Insular Sources" 164. All performers can see the individual lines of music they 
are to perform at the same time. 
 71 Roesner, "Study" 145. 
 72 The facsimile edition was published as Wolfenbüttel 1099 Helmstadiensis-(1206) W2, ed. 
Luther Dittmer, 2nd ed. (New York: The Institute of Mediæval Music, 1969). 
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is inconsistent throughout.73 W2 was copied in France, and because Baltzer considers the notation 
to show the influence of Johannes de Garlandia's De mensurabili musica, she considers that copying 
took place between 1260 and 1275.74 Everist, however, following a careful analysis of the 
decoration of the manuscript, puts its date at some time between 1240 and 1260, decades earlier 
than had been previously thought.75 
 The manuscript Madrid, Biblioteca Nacional, 20486 is known by the siglum Ma.76 It is not 
considered a major source of Notre Dame polyphony because it contains fewer works than F, W1 
and W2, and some of these works, present in their entirety in other manuscripts, appear in Ma 
missing a voice part. Ma was probably copied at Toledo Cathedral, according to David Hiley, in the 
middle or third quarter of the 13th century.77  
 Copied around the same time as Ma, but of unknown provenance, is the manuscript Paris, 
Bibliothèque Nationale de France, lat. 15139, known as the St. Victor Manuscript (StV). The 
manuscript contains conductus in one, two and three voices, a three-voice Benedicamus Domino, 
motets for two voices and organa for two and three voices. A few monophonic liturgical works are 
also in the manuscript.78 
 Although the copying of StV took place after the copying of F, Robert Falck has 
demonstrated that at least some of the works that appear as contrafacta in StV and F were created 
first in their StV versions, then adapted to the F versions. One example he gives to support this 
claim is the Benedicamus Domino in StV, a part of which exists as a contrafactum found in both F 
(f. 209-210v) and in W1 (f. 79-81) as the final cauda of the conductus O felix bituria. Falck claims 
that both the use of assonance in the borrowing and the practice of taking sections of liturgical 
works (from StV) and inserting these into para-liturgical conductus (in F and W1) demonstrates that 
the music was borrowed from the StV works and inserted into the other works, rather than the other 
way around.79 As O felix bituria was composed in 1209, on the occasion of the death of Guillaume, 
                                                
 73 Everist, "Polyphonic Music" 104-5. 
 74 Baltzer, "Miniatures" 17. 
 75 Everist, "Polyphonic Music" 108. 
 76 The facsimile edition was published as Facsimile Reproduction of the Manuscript Madrid 
20486, ed. Luther Dittmer (New York: The Institute of Mediæval Music, 1957). 
 77 Hiley, "Parisian and Related Sources."  
 78 Hiley, "Parisian and Related Sources." The facsimile is published as The Music in the St. 
Victor Manuscript: Paris Lat. 15139, introduction and facsimiles by Ethel Thurston (Toronto: 
Pontifical Institute of Mediaeval Studies, 1959). 
 79 Robert Falck, "New Light on the Polyphonic Conductus in the St. Victor Manuscript," 
Journal of the American Musicological Society 23.2 (1970): 313. Falck points out that the syllable 
"Do-" of " Benedicamus Domino" has the same music as the syllable "-to" of the word "isto" in the 
conductus O felix bituria, a borrowing based on assonance in the texts. The liturgical assignation of 
the Benedicamus Domino, he suggests, makes the work more likely to be borrowed from, rather 
than created from music taken from the para-liturgical conductus. Falck's premise rests on two 
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Archbishop of Bourges, Falck considers some of the music of the StV manuscript to have been 
written before 1209.80   
 Another source of conductus does not contain music. The manuscript Oxford, Bodleian 
Library, Rawlinson C 510 (OxRawl) contains the texts of a large number of sacred and serious 
songs of various kinds, including conductus. This manuscript is particularly useful to scholars 
because it has a comprehensive use of rubrics that give an insight into the use of the works.81 
 In addition to these extant sources of Notre Dame polyphony, Baltzer has brought to 
attention a large number of ghost manuscripts which show how widely Parisian polyphony was 
known and possibly performed.82 These manuscripts are listed in inventories such as lists of royal 
possessions and books owned by cathedrals. From these it is possible to gain some information 
about the contents of the books as well as when they were popular and when they fell from favour.83 
The English king Edward I had two books of polyphony in his collection by 1299. These may have 
come from his father, Henry III, who had a strong interest in things French. Two popes also had 
books of polyphony: Boniface VIII had two books by 1295 and a further one by 1311, and Urban V 
also had one book by 1360. By 1255, the library of St. Paul's in London had three books of 
polyphony, and two books were bequeathed to the Sorbonne, one in 1288 and the other before the 
1270s. Even Charles V the Wise had three books of organum in his collection by the early fifteenth 
century. Baltzer's collection of ghost books is a reminder of the number of manuscripts that have 
now been lost and of the many places outside of Paris itself where this music was known. 
 A number of later manuscripts also contain conductus, but fall chronologically outside the 
bounds of the present study. The manuscript Burgos, Monasterio des Las Huelgas (Hu) contains 
conductus in Franconian notation and was copied some time between 1300 and 1325. The 
manuscript Turin, Biblioteca Reale, Vari 421 (Tu) contains three conductus in three parts and was 
copied around the turn of the fourteenth century. Also copied around this time was the Metz 
                                                                                                                                                            
assumptions: that the Benedicamus Domino in question was definitely a liturgical work, and that 
the composers valued liturgical works more highly than non-liturgical ones so far as to avoid 
borrowing non-liturgical music to create liturgical works. 
 80 Falck, "New Light" 317, 321-3. 
 81 Conductus examined in the present study that are present in OxRawl have these rubrics 
listed in Chapters 4 and 5. The catalogue that lists each work in this manuscript and its rubric is 
Guliemus D. MacRay, Catalogus codicum mss. Ricardi Rawlinson. Classis C. (London: Clarendon, 
1878) and may be accessed online at 
<https://databank.ora.ox.ac.uk/misccoll/datasets/QuartoRawlinsonC/Rawlinson-C-with-Index-A-to-
C.pdf?version=4>, most recent access 17 November 2015. The manuscript is listed in columns 271-
276. 
 82 See Rebecca A. Baltzer, "Notre Dame Manuscripts and Their Owners: Lost and Found," 
The Journal of Musicology 5.3 (1987): 380-399. 
 83 The ghost books listed here are discussed in Baltzer, "Lost and Found" 383-96. 
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fragment (Metz, Bibliotèque de la Ville, rèserve prècieux, MS 732bis/20).84 The Montpellier Codex 
(Montpellier, Bibliothèque Inter-Universitaire, Section Medecine, H196) is thought to have been 
compiled in the last quarter of the thirteenth century, as was the Manuscript La Clayette (Paris, 
Bibliothèque Nationale n.a. fr 13521). These manuscripts contain conductus or conductus 
fragments, but, as will be discussed in more detail in Chapter 3, cannot be used as evidence to 
determine characteristics, particularly rhythmic characteristics, of the earlier conductus repertory.85 
 There are three catalogues from recent decades that list the known conductus repertory. 
Anderson's catalogue86 lists works between approximately 1170 and the end of the following 
century, although Anderson notes that works in the St Martial and Calixtine repertories are not 
included. As the term "conductus" is so broad, Anderson observes that it was difficult to decide 
which works, such as Benedicamus Domino-related songs, and texts without music, ought to have 
been included.87 Works are grouped by type (for example, the category "Conductus-Motets 
Transmitted in Conductus Fascicules," which is assigned the letter "A") and within these groups the 
works are arranged in the order in which they are found in the manuscripts. Conductus in W1 are 
listed first with any concordances, followed by those in F which do not also appear in W1, and so 
forth. Works in earlier manuscripts are listed first. Anderson also includes at the end of Part II an 
index of all the works in alphabetical order, each work listed with its corresponding catalogue letter 
and number. 
 Robert Falck's conductus catalogue accompanies his 1981 published dissertation.88 
Although as detailed as Anderson's catalogue, Falck's is in alphabetical order, making it easier to 
locate particular works if the title is known. Each entry includes a description of the text setting as 
either syllabic or melismatic, and the form as strophic, through composed, or comprising a single 
strophe. 
 The Cantum pulcriorum invenire conductus catalogue89 is much larger than Anderson's and 
Falck's catalogues, listing 866 conductus from 565 sources. Conductus are listed by title, form, 
                                                
 84 Mark Everist discusses this fragment and its significance in the changing nature of the 
conductus repertory in "Reception and Recomposition in the Polyphonic Conductus cum caudis: 
The Metz Fragment," Journal of the Royal Musical Association 125 (2000): 135-163. 
 85 For more information about the dates and contents of these manuscripts, see Ernest H. 
Sanders and Peter M. Lefferts, "Sources, MS, §V: Early Motets, 2. Principal Individual Sources" 
Grove Music Online, most recent access 1 May 2015  <http://www.oxfordmusiconline.com> and 
Everist, "The Metz Fragment"146. 
 86 This catalogue was published in two parts. Gordon A. Anderson, "Notre Dame and 
Related Conductus: A Catalogue Raisonné," Miscellanea musicologica 6 (1972): 153-229 [Part I] 
and 7 (1975): 1-81 [Part II]. 
 87 Anderson, "Catalogue Raisonné" [part I] 153-154. 
 88 In Falck, Notre Dame Conductus. The catalogue is on pages 178-256. 
 89 Available online at <http://catalogue.conductus.ac.uk>, most recent access 6 October 
2015. 
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syllabic or melismatic text setting, and number of stanzas transmitted. Many individual entries in 
the catalogue contain links to online images of the manuscripts in which the conductus appear. 
  
1.1.3 Theorists 
 Polyphonic music before the thirteenth century is described by scholars as occurring in three 
organum phases.90 Theoretical treatises and an extremely limited number of works outside of these, 
such as the Winchester Tropers from around the year 1000, provide evidence of the first two of 
these organum phases.91 The third phase of organum is represented by the polyphonic Aquitanian 
repertory and the works in the Codex Calixtinus. There are no theoretical treatises that describe the 
works of these two repertories in detail, although some twelfth-century interval-progression 
treatises are "generally compatible."92 
 Unlike the Aquitanian repertory, the Notre Dame polyphonic repertory is discussed in detail 
by a number of thirteenth-century writers. These texts have been examined in depth by scholars in 
order to gain a better understanding of the modal system of rhythm, and to develop a more accurate 
appreciation of performance practice techniques.93 The theoretical writings provide information 
beyond that contained in the music itself, and are therefore a useful supplement to the Notre Dame 
repertory. While it is important to ensure conclusions about the repertory are reached based on 
characteristics found in the music itself, rather than solely on theorists' writings,94 the theoretical 
treatises are useful in this study because they offer information about some elements of the 
conductus repertory written in a time period relatively close to the music itself.  
 The section of Jerome of Moravia's treatise Tractatus de musica entitled Discantus posito 
vulgaris, attributed to oral tradition rather than to the author himself, discusses discant theory and 
musica mensurabilis.95 James McKinnon suggests that it was written about 1230, and therefore its 
                                                
 90 The designations of first, second and third phase organum are present-day, rather than 
medieval, labels. For a description of the three phases of early organum, see Sarah Fuller, "Early 
Polyphony to circa 1200," The Cambridge Companion to Medieval Music, ed. Mark Everist 
(Cambridge: Cambridge University Press, 2011) 48, figure 3.1. 
 91 For a discussion of the first phase, see "Early Organum" in Sarah Fuller, "Early 
Polyphony," in The New Oxford History of Music, vol. 2: The Early Middle Ages to 1300, ed. 
Richard Crocker and David Hiley (Oxford: Oxford University Press, 1990) 492-503. Fuller also 
discusses the Winchester Tropers (503-508) and the second phase, entitled "New Organum" (508-
523). 
 92 Fuller, "Early Polyphony to circa 1200" 55-6.  
 93 See, for example, William G. Waite, The Rhythm of Twelfth-Century Polyphony: Its 
Theory and Practice (New Haven and London: Yale University Press, 1954). 
 94 See, for example, Van der Werf's discussion in Oldest Music, vol. 1, 141. 
 95 See Thesaurus musicarum latinarum for a number of different versions, such as that 
found at: <http://www.chmtl.indiana.edu/tml/13th/IERTDM2_TEXT.html>. James McKinnon's 
translation of Discantus posito vulgaris may be found in Source Readings in Music History, ed. 
Oliver Strunk and Leo Treitler, rev. ed. (New York: Norton, 1998) 218-222. Christopher Page 
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description of rhythm is the oldest one known today.96 The information in the Discantus positio 
vulgaris is discussed in more detail in Chapter 3. 
 The treatise Ars cantus mensurabilis by Franco of Cologne is a practical treatise explaining 
various kinds of notation, the use of ligatures and rests, and how to make copula, hocket and 
organum.97 Another important treatise, Johannes de Garlandia's De mensurabili musica, also written 
in the thirteenth century, is helpful in that it presents a very clear explanation of how the six 
rhythmic modes are notated.98 The conductus examined in Chapters 5 and 6 of the present study 
contain melismas that are written in modal notation. 
 De mensuris et discantu,99 the treatise of the English Anonymous,100 has raised some 
interesting issues. As well as giving a great deal of detailed information on thirteenth-century 
music, the treatise includes the often-quoted mention of the Magnus liber organi, Leonin and 
Perotin, and the works ascribed to Perotin that led musicologists to first identify the music in the 
manuscripts F, W1, W2 and Ma as Parisian in origin, and to develop the concept of a Notre Dame 
school of composition. The well-known passage runs as follows:  
Note that Master Léonin, according to what was said, was the best composer of organa, who 
made the great book of organum from the gradual and antiphonary to elaborate the divine 
service. And it was in use up to the time of Pérotin the Great, who edited it and made very 
many better clausulae or puncta, since he was the best composer of discant, and better than 
Léonin. But this is not to be said about the subtlety of the organum, etc. / But Master Pérotin 
himself made excellent quadrupla, like 'Viderunt' and 'Sederunt,' with an abundance of 
colors of the harmonic art; and also several very noble tripla, like 'Alleluia posui 
adiutorium,' 'Nativitas,' etc. He also composed three-part conductus, like 'Salvatoris hodie,' 
                                                                                                                                                            
points out in Latin Poetry and Conductus Rhythm in Medieval France, Royal Musical Association 
Monographs 8 (London: Royal Musical Association, 1997) 60, n. 22 that the title of this section of 
the text was given by Coussemaker, not the original author or Jerome.   
 96 Strunk and Treitler, ed., Source Readings 218. 
 97 The full text of several versions of this thirteenth-century treatise can be found online at 
Indiana University's Thesaurus musicarum latinarum: 
<http://www.chmtl.indiana.edu/tml/13th/FRAACM_TEXT.html> is a link to one version. A partial 
translation by James McKinnon of the Ars cantus mensurabilis can be found in Strunk and Treitler, 
ed., Source Readings 226-245. 
 98 Several versions are at the Thesaurus musicarum latinarum, e.g.: 
<http://www.chmtl.indiana.edu/tml/13th/GARDMM_TEXT.html>. A section of the treatise appears 
in translation by McKinnon in Treitler and Strunk, ed., Source Readings 223-6. 
 99 The full text of the treatise can be found at the Thesaurus musicarum latinarum at the 
following address: <http://www.chmtl.indiana.edu/tml/13th/ANO4MUS_TEXT.html>. 
 100 This author is usually referred to as Anonymous IV; Page calls the author "the English 
Anonymous" rather than his designation in Coussemaker's edition, where the theorist is listed with 
other anonymous theoretical authors referred to by number. This theorist will therefore be called 
"the English Anonymous" in the present study. 
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and two-part conductus, like 'Dum sigillum summi patris,' and even monophonic conductus 
with several others, like 'Beata viscera,' etc.101 
 The English Anonymous then goes on to say that the book was used in the choir of the 
church of the Blessed Virgin in Paris. This section of the text has been taken by scholars such as 
William G. Waite to mean that there was a real-life Great Book of Organum at Notre Dame in Paris, 
written by a man called Leonin, then edited by another man called Perotin.102 Van der Werf 
cautions us against taking this passage too literally. He warns that if we do, we may be blinded to 
the possibility of other ways in which the music was created and used. He suggests that "the 
anonymous data about Leoninus should not have to be disproven before we dismiss them as 
legendary; they should be proven before we accept them and, most importantly, before we use them 
as bases for crucial theories about the development of thirteenth century [sic] polyphony."103 
Roesner also takes a cautious approach to The English Anonymous's story about the two famous 
composers: he describes the passage as "a kind of rhetorical gesture, a throwaway anecdote that 
relates the doctrine being presented to something the reader might be expected to know already."104 
It is clear from his other writings on the matter, however, that Roesner does believe the manuscripts 
F, W1, W2 and Ma contain some form of the Magnus liber organi, and he does believe that all of 
the liturgical tenors come from the Notre Dame usage.105 Van der Werf disagrees. He states that 
                                                
 101 Jeremy Yudkin, The Music Treatise of Anonymous IV: A New Translation (Neuhausen-
Stuttgart: Hänssler-Verlag for American Institute of Musicology, 1985). 39. The original passage 
(from the Thesaurus musicarum latinarum: see note 62) is as follows: "Et nota, quod Magister 
Leoninus, secundum quod dicebatur, fuit optimus organista, qui fecit magnum librum organi de 
gradali et antifonario pro servitio divino multiplicando. Et fuit in usu usque ad tempus Perotini 
Magni, qui abbreviavit eundem et fecit clausulas sive puncta plurima meliora, quoniam optimus 
discantor erat, et melior quam Leoninus erat. Sed hoc non <est> dicendum de subtilitate organi, et 
cetera. 
"Ipse vero magister Perotinus fecit quadrupla optima sicut Viderunt, Sederunt cum habundantia 
colorum armonicae artis; similter et tripla plurima nobilissima sicut Alleluia Posui adiutorium, 
Nativitas, et cetera. Fecit etiam triplices conductus ut Salvatoris hodie et duplices conductus sicut 
Dum sigillum summi patris ac etiam simplices conductus cum pluribus aliis sicut Beata viscera et 
cetera." 
 102 William G. Waite, for example, in The Rhythm of Twelfth-Century Polyphony vii states 
that he has transcribed "the Magnus liber of Leonin". Certainly there was a historical figure at Notre 
Dame cathedral who has been identified by Craig Wright as a possible Leonin; see Music and 
Ceremony 281-8 for a discussion of the historical Leonin and his poetry. Wright also suggests that 
Petrus Succentor might be the historical Perotin, although with less certainty than his identification 
of Leonin (see 288-94). 
 103 Hendrik van der Werf, "Anonymous IV as Chronicler," Musicology Australia 15 (1992): 
4. 
 104 Edward Roesner, "Who 'Made' the Magnus liber?" Early Music History 20 (2001): 230. 
 105 See, for example, Edward Roesner, "Comment," Musicology Australia 15 (1992): 14.  
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while the chant may have come from Paris, it is not likely that all that the liturgical tenors came 
from Notre Dame. He also points out that the matter requires further investigation.106  
 Another theoretical source of interest is the Vatican Organum Treatise (Rome, Biblioteca 
Apostolica Vaticana, Ottoboni lat. 3025), with the siglum VT. It is likely from England or Northern 
France, but probably not Paris, and was copied in the mid thirteenth century.107 This treatise has 
been studied in depth most recently by Steven Immel and by Anna Maria Busse Berger.108 It is of 
particular interest as a theoretical work because it contains a collection of melismatic formulae that 
are identical with those used in Notre Dame organum, as well as a theoretical tract in the style of 
earlier treatises. The scribe has adapted the usual content of theoretical treatises by leaving out 
polyphonic progressions normally found in other treatises that do not occur in the harmonic 
language of Notre Dame. He has also added new progressions that are not seen in earlier treatises 
but do occur in the Notre Dame organa.109  
 Although the Vatican Organum Treatise was originally considered to be some kind of 
primitive, disorganised form of the Notre Dame repertoire, Immel believes that it represents a later 
collection of the music because of the qualities inherent in the formulae themselves. He also 
suggests that in addition to the treatise's value as a theoretical source, it could be considered another 
major source of the Magnus liber, although it is organised by the compositional formulae rather 
than by liturgical usage.110 
 Berger and Immel disagree sharply on the purpose of the treatise: Immel states that its 
purpose is to provide composers with written-down models on which to base their own written 
compositions, whereas Berger considers that the treatise was created in order to be memorised. She 
suggests that a performer who had committed to memory the contents of the Vatican Organum 
Treatise would then be able to create Notre Dame organum from the rich collection of formulae 




                                                
 106 Hendrik van der Werf, "Reply," Musicology Australia 15 (1992): 24. 
 107 Steven C. Immel, "The Vatican Organum Treatise Re-examined," Early Music History 
20 (2001): 121, 127. A colour facsimile, along with discussion and transcriptions, may be found in 
Irving Godt and Benito Rivera, "The Vatican Organum Treatise–A Colour Reproduction, 
Transcription, and Translation," Gordon Athol Anderson (1929-1981): In Memoriam von seinen 
Studenten, Freunden und Kollegen, ed. Irving Godt and Hans Tischler, vol. 2 (Henryville: The 
Institute of Mediæval Music, 1984) 2641-34511. 
 108 See Berger 119-128. 
 109 Immel 121-3, 127. 
 110 Immel, see especially 166 and 168. 
 111 Immel 166; Berger 126-7. 
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1.2 Transcriptions and Editions 
1.2.1 Editions of Aquitanian Music 
 Scholars have approached the task of transcribing the Aquitanian and Notre Dame 
repertories in a number of very diverse ways. These transcriptions were a useful starting point for 
my comparison of the two polyphonic traditions. The five major editions of Aquitanian polyphony 
will be discussed below, followed by a brief examination of six major editions of Notre Dame 
polyphony.  
 The collections of Aquitanian polyphony have been transcribed in their entirety by Sarah 
Fuller, Bryan Gillingham, Theodore Karp and Hendrik van der Werf, and the versus with a Marian 
theme, both monophonic and polyphonic, have been transcribed by Rachel Golden Carlson. Each of 
these scholars has approached the repertory in a different way, resulting in five very different 
editions of polyphony. Areas of disagreement include rhythm, use and alignment of vertical 
intervals, and text setting, with rhythm being the most contentious issue. Some key features of each 
of these editions will be briefly discussed here; they will be examined in more detail in Chapter 2.  
 Sarah Fuller's 1969 doctoral dissertation, Aquitanian Polyphony of the Eleventh and Twelfth 
Centuries is the first serious treatment of the repertory as a whole. She points out that historically 
this music was considered to be "a preparatory stage to the brilliant school of polyphony at Notre 
Dame of Paris,"112 and she takes care to present the music as a repertory in its own right. Features of 
this work that are not taken up in later discussions of the repertoire include Fuller's extensive 
examination of the manuscripts themselves and their backgrounds (chapter two), and the issue of 
successive notation, a pre-score format for notating polyphonic works with repeating melodic lines 
(given a detailed treatment in chapter four). 
  Fuller also analyses the contrapuntal structure of the music, defining characteristics that 
seem to be common to the works, such as vocal range and the use of stock contrapuntal figures that 
make up much of the harmonic framework.113  Her approach to rhythm is chant-based; she suggests 
that performers had "a fluid, unmeasured style of delivery" with matters of rhythm determined by 
the performance practice traditions passed down from performer to performer. Unlike Theodore 
Karp, she does not believe that mode-like rhythm was used in the later sources. She suggests that if 
there were a steady beat underscoring the parts then the lines that are found in the music would not 
be necessary; Notre Dame conductus, Fuller says, do not have such division lines.114 Fuller's work 
                                                
 112 Fuller, "Aquitanian Polyphony," vol. 1, 1. 
 113 Fuller, "Aquitanian Polyphony," vol. 1, 268-275, 295-309. 
 114 Fuller, "Aquitanian Polyphony," vol. 1, 327, 331-2. Fuller's argument here relies on the 
idea that Notre Dame-style conductus were performed with a regular beat; however, more recently, 
scholars have argued that this most likely was not the case for the cum littera sections of the earlier 
layers of conductus. This matter will be discussed more fully in Chapter 3. It should also be noted 
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is highly regarded by Richard Crocker and also by Karp.115 Crocker laments the fact that he did not 
help his former pupil to publish her work.116 
 Gillingham was the first scholar to publish transcriptions of the entire repertory of 
Aquitanian polyphony.117 Gillingham divides the versus repertory into a number of smaller groups, 
depending upon their formal characteristics, such as "conductus with refrain," "strophic conductus," 
and "regular sequence."118 James Grier disagrees with the use of the label sequence, noting that 
while the use of repetition that characterises the sequence is found in these works, they do not 
contain the syllabic text setting that would make the term "sequence" accurate.119 
 Gillingham's transcription methodology (discussed in more detail in Chapter 2) is based on 
the application of modal rhythm, determined by the characteristics of the poetry, to a large portion 
of the versus. Although it was fashionable from the time of Friedrich Ludwig onwards to apply 
modal rhythm to much of the monophony and polyphony written in pre-mensural notation,120 this 
practice has come under question in recent decades, and will be discussed in detail in the following 
two chapters, in relation to the versus and conductus repertories.  
 Karp's approach to Aquitanian polyphony, in his The Polyphony of Saint Martial and 
Santiago de Compostela, is based on a combination of intervallic, notational, rhythmic and textual 
ideas coming together to form mode-like rhythm in the sources. He was comparing some ligatures 
in the work Ad superni regis decus from the Codex Calixtinus (which also appears in the 
Aquitanian sources as Noster cetus psallat letus) and noticed that the binaria seemed to fit together 
in pairs: one pair in the upper voice seemed to fit with one pair in the lower voice. When he 
examined the intervallic progressions, he found that the simultaneously-sounding second notes in 
the ligatures had more strong consonances than the simultaneously-sounding first notes. He 
analysed thousands of similar binaria across the Aquitanian and Calixtine repertories and found this 
to be a very common situation. Karp developed this information into a rhythmic system which he 
                                                                                                                                                            
that Notre Dame conductus in the four earliest sources do in fact make use of these lines: see, for 
example, the conductus Austro terris influente, found in F (299-300), W1 (112-113), W2 (104v-
107v) and Ma (69-71). Chapters 4, 5 and 6 examine these division lines and the way their meaning 
changed over time in the versus and early conductus repertories.  
 115 Theodore Karp, The Polyphony of Saint Martial and Santiago de Compostela, 2 vols. 
(Berkeley: University of California Press, 1992) vol. 1, 82. 
 116 Richard Crocker, "Two Recent Editions of Aquitanian Polyphony," Plainsong and 
Medieval Music 3.1 (1994): 57. 
 117 Bryan Gillingham, ed., Saint-Martial Polyphony (Henryville: The Institute of Mediæval 
Music, 1984). Accompanying critical notes were published as Gillingham, "Catalogue Raisonné". 
 118 Gillingham, "Catalogue Raisonné" 212, 226-7. 
 119 James Grier, "A New Voice in the Monastery," Speculum 69.4 (1994): 1055. 
 120 For a discussion on Ludwig's way of thinking and influence on subsequent musicological 
thought, see Anna Maria Busse Berger's Prologue entitled "The First Great Dead White Male 
Composer," in Medieval Music and the Art of Memory 9-44. 
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has used in transcribing the polyphony; he states that the final note in a ligature is more important 
harmonically than the notes preceding it, and therefore will always occur on a strong beat. It will 
also be longer than the note preceding it. Also central to his hypothesis are the ideas of allowing a 
syllable to start in the middle of a ligature and to be declaimed by different voices at different 
times.121  
 The culmination of these ideas is found in Karp's transcriptions of the repertory: they are 
very strongly consonant, contrasting with other transcriptions which present extensive use of 
dissonant intervals. While the progressions formed by Karp's transcriptions are similar to those in 
thirteenth-century discant treatises, including the Vatican Organum Treatise, they are not exactly 
the same.122 It is not surprising that Karp has found a number of links between this interpretation of 
Aquitanian polyphony and music in the Notre Dame sources. Further aspects of Karp's approach to 
transcribing the repertory will be discussed in Chapter 2. 
 Karp's theories have not been well received by all, however. Both Fuller and Carlos 
Villanueva find fault with Karp's imposition of a regular beat onto music that does not give any of 
the signs of rhythm found in later scores.123 Crocker's very detailed response even states that 
"K[arp] really wants that kind of rhythm there first, and is looking for something to hang it on; 
consonance seems to be all he can find."124 Karp's own comprehensive response to the reviews of 
Crocker and Fuller points out that his use of the term "beat" is not a relentless metronomic beat but 
rather a less precise beat that underlies the music. He goes on to say that the term does not imply 
metre.125 Fuller's other major criticism of Karp's edition is that most of the work on it was done 
during 1967 and 1968, but the book itself was not published until 1992; Karp discusses this in his 
Preface, but does not explain why following his 1978-9 revision of the work more than a decade 
elapsed before the book was published.126 Fuller laments the missing input of other scholars' recent 
work and considers Karp old-fashioned in his views of the capabilities of singers when recreating 
the music through performance.127 
 Van der Werf did not receive similar criticism for his text and edition, The Oldest Extant 
Part Music and the Origin of Western Polyphony, published in the year after Karp's edition. Van 
der Werf is keen to avoid including anything in his transcriptions that is not found in the sources 
                                                
 121 Karp, Polyphony of Saint Martial, vol. 1, 11-13, 23-4, 29. 
 122 Karp, Polyphony of Saint Martial, vol. 1, 59-63, 74-5. 
 123 Sarah Fuller, rev. of The Polyphony of Saint Martial and Santiago de Compostela, by 
Theodore Karp, Speculum 69.4 (1994): 1189; Carlos Villanueva, rev. of The Polyphony of Saint 
Martial and Santiago de Compostela, by Theodore Karp, Notes 2nd ser. 50.4 (1994): 1378.  
 124 Crocker, "Two Editions" 79. 
 125 Theodore Karp, "Evaluating Performances and Editions of Aquitanian Polyphony," Acta 
Musicologica 71.1 (1999): 34. 
 126 Karp, Polyphony of Saint Martial, vol. 1, ix. 
 127 Fuller, review 1189-1190. 
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themselves. He is especially wary of changing features (such as intervals between notes) found in 
the manuscripts so as to make them fit with rules that were developed, not from the manuscripts 
themselves, but from scholars' transcriptions of them.128 He is adamant that the music is more 
sophisticated than it is generally thought to be, and his belief that scribes do not make as many 
mistakes as is commonly supposed stands in sharp contrast to Karp's attitude to copyists; he states 
that the manuscripts have "a disconcerting degree of carelessness in their preparation."129 
 Van der Werf also presents a different view from Karp on the subject of consonance and 
dissonance. While Karp seems to promote the most consonant intervals over all others,130 van der 
Werf suggests that the use of dissonance is part of the traditional musical practice; he even goes so 
far as to suggest that the term "dissonance" may not appropriately describe all seconds and sevenths 
found in sustained-pitch works. He also states that the relationship between the voices when they 
change pitch is not something that can always be determined, and that it is most likely that syllable 
changes occurred at the same time in both voices, although possibly not with the simultaneity to 
which modern ears are accustomed.131 Van der Werf also believes that the Aquitanian and Calixtine 
repertories represent evidence of a wider practice, perhaps less frequently notated outside of 
Aquitaine and therefore believed by present-day scholars to have been performed only in this 
smaller geographical area.132  
 Carlson's transcriptions of the Aquitanian versus repertory include only the versus 
honouring the Virgin Mary, a significant figure in much of the poetry of the repertory. Both the 
monophonic and the polyphonic Marian versus are transcribed, and an English translation of each 
text is given. None of the other major editions provide translations. Carlson's reasons for 
transcribing the versus in "a rhythmically neutral manner" are discussed in Chapter 2.133 
 Jens Bonderup has also examined the Aquitanian polyphonic repertory in detail. He does not 
present a complete edition; however, portions of the repertory appear transcribed in his dissertation 
                                                
 128 Van der Werf, Oldest Music, vol. 1, 160. 
 129 Van der Werf, Oldest Music, vol. 1, 157, 160; Karp, Polyphony of Saint Martial, vol. 1, 
14. In relation to scribal error, see also James Grier, "Scribal Practices in the Aquitanian Versaria of 
the Twelfth Century: Towards a Typology of Error and Variant," Journal of the American 
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versus continued to develop as they were performed, copied and learnt by new singers [and] [t]he 
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 130 Karp, Polyphony, vol. 1, 63. 
 131 Van der Werf, Oldest Music, vol. 1, 28, 31-2. 
 132 Van der Werf, Oldest Music, vol. 1, 14-15, 156. 
 133 Rachel Golden Carlson, "Devotion to the Virgin Mary in Twelfth-Century Aquitanian 
Versus," 2 vols, diss., University of North Carolina, Chapel Hill, 2000, vol. 2, 310. 
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and subsequent publication.134 Bonderup believes that rhythm was used in Aquitanian polyphony 
and lists a number of other scholars' suggestions, but he concedes that there is not enough 
information in the manuscripts to be able to notate it. He does consider the notes written in ligatures 
in some sections of the music that resemble organum purum to be rhythmically significant,135 and 
he suspects that some texts could be interpreted with modal rhythms.136 He concludes, however, 
that perhaps not everything was written precisely in the scores and that performance practices 
(almost entirely unknown to present-day scholars) involved decision-making regarding the rhythm 
of the works.137 The matter of rhythm in the Aquitanian polyphonic repertory will be discussed in 
more detail in the following chapter. 
 
1.2.2 Editions of Works from the Notre Dame Repertory  
 Although faced with their own rhythmic puzzles, scholars transcribing the Notre Dame 
repertory have been aided enormously by the existence of the theoretical works mentioned above. 
William G. Waite's 1954 publication The Rhythm of Twelfth-Century Polyphony138 synthesises the 
writings of the theorists and was the first book to provide a clear system for transcribing the 
notation. In this sense it is a helpful and important text, but it also embodies older ways of thinking 
about the repertory that are unhelpful. The idea of the manuscripts being made up of organa in an 
older, simplistic style created by Leonin, and a more sophisticated style represented by the 
substitute clausulae of Perotin is now outdated. Waite's claim to have transcribed "the Magnus liber 
of Leonin" from W1139 is also now considered to be inaccurate.140 The description of the 
relationship between the earlier Aquitanian polyphony and Notre Dame polyphony has also been 
                                                
 134 Jens Bonderup, The Saint Martial Polyphony – Texture and Tonality: A Contribution to 
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rethought,141 and scholars no longer consider the upper voice of Aquitanian polyphony to move 
"almost aimlessly" as Waite does in this text.142 
 Scholars who have made transcriptions of the repertory since then have often chosen their 
works by genre or by the grouping in which they appear in the manuscript, rather than by composer. 
Janet Knapp's conductus transcriptions are a collection of conductus mainly from F, and she has 
relied on Waite's text as well as Willi Apel's book The Notation of Polyphonic Music for advice on 
how to transcribe the rhythm.143 Her transcriptions have been conceived as a performing edition, 
and so no ligature signs have been included.144 Extra strophes found in other sources have been 
added,145 and critical notes are provided at the end of the transcriptions. The intended audience of 
the collection seems to be performers who do not have the skills or inclination to decipher music 
from the manuscripts themselves; for this reason, although Knapp has based her transcriptions on 
the F versions of the conductus, she has used versions from other manuscripts, where available, to 
clarify unclear readings. She has also relied on the rhythmic modes and characteristics of the poetry 
to transcribe the cum littera sections of the conductus. The result is a volume that is of benefit to the 
performer but of limited value for the present study. Two of the conductus examined in this study 
appear in Knapp's edition: Si deus est animus and Nove geniture. Knapp's approach to the 
transcription of conductus rhythm will be discussed in more detail in Chapter 3. 
 Ethel Thurston's edition of the conductus found in W2, The Conductus Collection of MS 
Wolfenbüttel 1099,146 also contains conductus transcribed in modal rhythm. A particular strength of 
Thurston's approach is her decision to avoid regular bar lines in most places in the score, both in her 
conductus transcriptions and her earlier transcriptions in The Works of Perotin.147 Although Gordon 
Anderson's transcriptions of the entire conductus repertory have regular bar lines, he finds 
Thurston's approach "bold and successful" because it allows features and patterns within the music 
to be seen more clearly, in the same way that the original musicians were able to observe these 
                                                
 141 See, for example, Hendrik van der Werf, "Early Western Polyphony," Companion to 
Medieval and Renaissance Music, ed. Tess Knighton and David Fallows (New York: Schirmer, 
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 143 Janet Knapp, ed., 35 Conductus for Two and Three Voices  (Yale: Department of Music 
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 146 Ethel Thurston, ed., The Conductus Collections of MS Wolfenbüttel 1099, 3 vols. 
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characteristics in the original sources.148 Two of the conductus discussed in the present study, Si 
deus est animus and Regnum dei vim patitur, appear in Thurston's edition.   
 The most comprehensive transcriptions of the Notre Dame conductus repertory were made 
by Gordon Anderson in the 1970s and 80s,149 but the viability of these transcriptions has been 
called into question by a number of scholars. Anderson's approach to rhythm in the transcriptions is 
based on the idea, first put forward by Friedrich Ludwig in the early twentieth century, that 
conductus rhythm, including both cum littera and sine littera sections, was determined by the 
rhythm of the metrical poetry and, by analogy, to the rhythmic modes that bore similar patterns of 
long and short durations.150 The mode of a song, it was thought, could be determined from the long 
and short accents in the poetry. This idea, as well as Anderson's feeling for the "sense of rhetorical 
movement in a conductus poem" that cannot be quantified, according to Page,151 informed 
Anderson's conductus transcription techniques. Although Mark Everist points out that "the apparent 
self-evidence of the view that the cum littera sections of conductus should be transcribed in modal 
rhythm is well demonstrated by the fact that Anderson never felt the need to describe or defend his 
policy and methodology as part of the editorial project," Anderson did set out at length in several 
studies the way in which he determined the rhythms used in the cum littera sections of the 
monophonic and polyphonic conductus repertories using a process of backward extrapolation from 
the notation of works in later manuscripts.152 
 Hans Tischler's more recent conductus edition153 also focuses on applying modal rhythm to 
the conductus texts. In a scathing response to Anderson's conductus edition (some twenty years 
before the publication of his own edition),154 Tischler outlined his alternative approach, based on his 
                                                
 148 Gordon A. Anderson, "Magister Lambertus and Nine Rhythmic Modes," Acta 
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own observations and those from a study by Janet Knapp.155 Like Knapp, Tischler uses the scansion 
of the text to establish the meter of the work, and the placement of "ornaments" (more than one note 
to a syllable) enables him to determine the appropriate mode. Tischler notes that "[u]sually a 
majority of such ligatures will mark longer notes within the metric pattern and thereby suggest 
either a first- or second-mode interpretation, once an iambic or trochaic meter has been 
established."156 In this study, Tischler also documents his approach to the plica (he interprets this as 
a "gliding tone"), vertical lines (which he calls "bars," and observes that they do not always stand 
for rests, but sometimes mark off ends of words or phrases) and other notational symbols. He 
considers present-day bar lines and editorially-added accidentals to be important and necessary 
features of his transcriptions, although editorially-added accidentals must be clearly marked as 
such.157 These principles are borne out in Tischler's edition. Introductory material gives a particular 
focus to the texts of the conductus, including a section listing "The Stanzaic Forms," a discussion on 
"The Melodic Modes and Rhythm," and an analysis of each of the conductus.158 The absence of a 
title at the start of each new work and the complete absence of page numbers aside from those of 
the Introduction make this edition somewhat cumbersome to use. 
 The relationship between modal rhythm and poetry in conductus has now been refuted. 
Ernest Sanders states that "no medieval writer links poetry with the modes,"159 and Page points out 
that the rhythmic poetry employed by conductus poets is not the metrical poetry it was formerly 
thought by scholars to be; therefore there are no long and short vowels to be found in patterns in 
conductus, and no corresponding rhythmic modes to be found "hidden" within the conductus poems 
that would give rhythm to the music.160 In addition, there is very little information contained within 
the notation of the four earliest sources of Notre Dame conductus (F, W1, W2 and Ma) that 
designates any kind of rhythmic information in the cum littera sections of conductus aside from the 
elongation of particular notes in some works.161 Anderson's cum littera sections of conductus, and 
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Tischler's transcriptions, created using this now discredited system of determining rhythm, are 
therefore not an appropriate basis for my own comparisons of the repertories. The issues of rhythm 
raised here will be discussed in more detail in Chapter 3. 
 The motets of the Notre Dame repertory have also been transcribed by Hans Tischler in an 
edition that also contains motets outside the repertory, including the double-texted works from the 
Aquitanian sources.162 The motets are grouped by manuscript, in the order in which they appear. 
The third volume contains various indices and copious critical notes, although there is no mention 
made of the reason for including the Aquitanian double-texted works in the collection. Being a 
comparative edition, the variants of the motets are presented in score for ease of examination.  
 Although the three Aquitanian double-texted works, Benedicamus Domino/Stirps Iesse, 
Benedicamus Domino/Humane prolis and Benedicamus Domino/Cedit tempus hyemale are 
considered by some scholars to be the very earliest examples of motets as they have two texts 
performed at the same time,163 there are several compelling reasons for rejecting the label of 
"motet" when these particular works are examined more closely. Fuller has pointed out that there is 
a considerable distance in time between the creations of these works and the appearance of the 
Notre Dame motet; furthermore, the thirteenth-century motets are also clearly based on clausulae, 
and the Aquitanian works are not. Fuller notes also that the texts of the Aquitanian works are 
rithmis, not words added to a pre-existing clausula like Notre Dame motets.164 Like Fuller, I 
consider these works to be experiments in the Benedicamus Domino trope genre.165 The style of 
these works, with the long-held notes of their lower lines, sets them apart from the other two-part 
works of the Aquitanian repertory, and so these works will not be compared with the conductus of 
the Notre Dame repertory. 
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 Having examined the sources of the two repertories, the next chapter will consider in more 
detail the various approaches to the rhythm of Aquitanian polyphony that have generated many 





Rhythm and Aquitanian Polyphony 
2.1 Introduction 
 Unlike the conductus in the principal Notre Dame sources, the repertory of polyphonic 
versus and Benedicamus Domino versus in the Aquitanian sources has no clear indications for 
rhythmic performance, and there are no theoretical sources that might clarify the issue. Such an 
absence of information has resulted in scholars approaching the matter in many different ways. This 
chapter begins with an examination of ways in which notation may convey some information 
concerning rhythm. Following this there is a discussion of five different approaches to the rhythm 
of the repertory: the chant notation method, which resulted in Sarah Fuller's analytic transcriptions 
and Richard Crocker's isosyllabic methodology; Bryan Gillingham's approach based on poetic 
metre and backward extrapolation of sequence rhythms; Theodore Karp's methodology, which 
incorporates the alignment of syllables and more consonant intervals; and the undetermined rhythm 
method of Hendrik van der Werf and Rachel Golden Carlson. These methodologies are evaluated in 
order to determine which approaches and editions of the repertory are the most helpful in the 
present investigation.   
 This variety of approaches is manifest in editions of the repertory that vary substantially in 
the rhythmic information they convey. There is an absence of clear notational evidence of rhythm in 
the manuscripts, and there are no theoretical treatises that specifically describe this repertory. 
Scholars disagree on the appropriateness of adding rhythmic information to their transcriptions 
when that information is not conveyed in the original manuscript sources. Although James Grier 
states that it is the editor's understanding of style that influences his or her editorial decisions,1 there 
is a fine line to be drawn here between what we do and do not understand this sense of style to 
encompass. For the approaches of Gillingham and Karp, discussed below, their concepts of the style 
of the Aquitanian polyphonic repertory owe much to their association of the Aquitanian works with 
works from other, later repertories. Crocker and Fuller base their understanding of the style of the 
Aquitanian versus repertory on a perceived relationship between that repertory and the Aquitanian 
chant repertory. Van der Werf's approach differs from this as he does not seek to associate the style 
of the repertory with an external repertory, but reproduces the music as he thinks it appears in the 
manuscript. While this approach cannot be devoid of external influence,2 it may be said to present a 
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work, Grier notes, is that it comes from the work itself and related works: "this process is indeed 
circular" (30).  
 2 See, for example, Margaret Bent, "Editing Early Music: The Dilemma of Translation," 
Early Music 22.3 (1994): 390, who observes that "[a]ny conclusions we might reach about how to 
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greater opportunity for the music to be presented based on what is actually notated in the sources 
rather than through the further filters of the conventions of other repertories.  
 Diplomatic reproduction of the notes in the manuscript is an approach that finds favour with 
Manuel Pedro Ferreira, who explains that he will not adjust the intervals in his transcription of a 
twelfth-century Cistercian hymn copied in the thirteenth century to make them fit with the ideas of 
other scholars or theorists about what the music ought to be like: 
One could object that copying errors are indeed possible, or that the act of notating a simple 
piece was secondary – useful mostly as a mnemonic device or a symbolic statement. The 
problem here is that copying errors cannot be identified on the basis of the overall style of 
the piece, nor can a more plausible version be recovered as an hypothetical improvisatory 
model unless we allow ourselves to ignore a substantial portion of the original notation. I 
assume that historical musicology is about understanding music in its context, not about 
fitting the evidence into pre-conceived moulds. I therefore prefer to leave the music as it 
stands.3 
Bent, on the other hand, disagrees with this approach. She states that "[s]imply to reproduce the 
given notes evades critical judgement; to resort to 'well, that's what's in the manuscript' places 
reverence for the manuscript above respect for the music."4 There are no easy answers here, and no 
single edition of the repertory stands out from the others as the most suitable for comparison with 
the early conductus repertory in F. However, for reasons that will be discussed in this chapter, the 
editions of Fuller, van der Werf and Carlson, when used together, offer reliable transcriptions of the 
versus and Benedicamus Domino versus for the purpose of comparison. These three editions 
support a flexible approach to the rhythm of the repertory, manifest in the use of notation that does 
not apply duration to the music. 
 
2.2 Notation 
 The manuscripts that transmit the Aquitanian polyphonic repertory contain very little 
information about how the rhythm of the works might have been performed. There are some special 
note forms in the repertory that may yield some rhythmic information in very specific 
                                                                                                                                                            
edit for future scholars and performers ought, I think, to recognize as their starting point that all 
transcription translates; that a transcribed … version is no longer the original text; and that the 
uncomfortable implications of that gap for our hygienic visual tastes in musical notation must be 
faced. Some aspects of the written text may be essential to the conception of the piece but 
impossible to retain in translated transcription."  
 3 Manuel Pedro Ferreira, "Early Cistercian Polyphony: A Newly-Discovered Source," 
Lusitania Sacra, 2nd series, 13-14 (2001-2002): 305. 
 4 Margaret Bent, "Early Music Editing, Forty Years On: Principles, Techniques, and Future 
Directions," Early Music Editing: Principles, Historiography, Future Directions, ed. Theodor 
Dumitrescu, Karl Kügle and Marnix van Berchum (Turnhout: Brepols, 2013) 267. 
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circumstances. Following a discussion of these note forms I will examine the approaches of Sarah 
Fuller and Richard Crocker, and the way their identification of the notation as Aquitanian chant 
notation informs their transcription methodologies.  
 
2.2.1 Rhythmic Ideas Inherent in the Notation 
 A few scholars have pointed out some notational indications of rhythm present in the 
manuscripts of Aquitanian polyphony, but most do not believe that the notes themselves convey 
enough information to recreate a rhythmically accurate performance of the music. Both Hendrik van 
der Werf and Jens Bonderup have pointed out the practice in the Aquitanian versus repertory of 
repeating notes on the same pitch. Bonderup proposes that this might be a longa florata, a kind of 
ornament mentioned by the English Anonymous in connection with repeated notes in the Notre 
Dame polyphonic repertory.5 Van der Werf suggests a different meaning for these notes, which he 
considers to be a very deliberate choice on the part of the scribe: they indicate, as they do in other 
genres of medieval music, pitches held for longer than the single notes. Two notes together, for 
example, would designate a pitch that lasted twice the length of a single note; three notes would 
stand for a note three times the length of one note, and so forth. This system of notation, van der 
Werf points out, would need the faster-moving voice to perform notes of about the same duration 
and the slower-moving voice to perform its notes with durations that matched the length of the other 
voice's groups of notes. He also observes that sections of works that are in sustained-pitch style 
contain many double notes but rarely include triple or quadruple notes. 6 
 Van der Werf suggests a number of ways in which this system of repeated notes may have 
hinted at a rhythmic practice: the repeated pitches present in the versus De monte lapis scinditur in 
StM-DII, for example, could suggest either a combination of duple and triple meters, or a quintuple 
meter. There are dividing lines between the phrases, and van der Werf speculates that if these lines 
were assumed to be rests, and if their duration was as long as a single note, then this could be an 
example of a work in triple metre and perhaps a very early kind of modal rhythm (see Example 2.1 
below). He maintains however that this is only speculation and there is not enough evidence in the 
manuscripts to verify this.7 
 
 
                                                
 5 Jens Bonderup, The Saint Martial Polyphony – Texture and Tonality: A Contribution to 
Research in the Development of Polyphonic Style in the Middle Ages (Copenhagen: Dan Fog 
Musikforlag, 1982) 110-111. 
 6 Hendrik van der Werf, The Oldest Extant Part Music and the Origin of Western 
Polyphony, 2 vols. (Rochester, New York: Hendrik van der Werf, 1993) vol. 1, 97, 109-110. 
 7 Van der Werf, Oldest Music, vol. 1, 92. 
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Example 2.1. De monte lapis scinditur, line 2 (transcription after van der Werf, Oldest Music, vol. 
1, 93). 
 
 One further piece of notational evidence that van der Werf has identified in two of the 
Aquitanian manuscripts, StM-B and StM-CIV, are notes that have been written with an unusual 
form. Although the unusual notes are not found in the same places in the concordances in the two 
manuscripts, they are often found in both manuscripts in works in sustained-pitch style. The 
unusual notes in StM-CIV are "slightly longer than average, while some others have a slightly 
undulating form," and those in StM-B are in pairs, with a very small note following a note of 
normal size. Van der Werf states that the purpose of the notes is as yet unknown, but it might 
concern performance techniques such as ornamentation, or it may be some indicator of duration. He 
also points out that they occur for the most part in passages that are written in sustained-pitch style.8 
Clearly these unusual note forms need to be investigated in more detail if they are to shed any 
further light on the Aquitanian polyphonic repertory, although such an investigation is outside the 
parameters of the present study. 
 There are very few notational hints in the polyphonic repertory which would seem to convey 
rhythmic information. In the case of the monophonic Aquitanian repertory, James Grier suggests 
that there are "rhythmic texts [which] were sung rhythmically," the rhythm of which could be 
discerned "through a detailed palaeographic examination of the notation."9 The lack of decisive 
information in the polyphonic sources, combined with an absence of theoretical information, has led 
scholars to seek information about the rhythm of the works in other ways.  
  
2.2.2 Aquitanian Notation as Chant Notation: Analytic Transcriptions 
 Sarah Fuller was the first scholar to transcribe each work in the Aquitanian polyphonic 
repertory. Prior to this, commentary and analysis was based on transcriptions of individual works, 
                                                
 8 Van der Werf, Oldest Music, vol. 1, 99-100. 
 9 James Norman Grier, "Transmission in the Aquitanian Versaria of the Eleventh and 
Twelfth Centuries," diss., University of Toronto, 1985, 13. Such a detailed palaeographical study 
yielding any indications about the performance of the monophonic or polyphonic repertories has not 
yet been published.  
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and a discussion of the repertory and its characteristics could not encompass every work.10 Fuller's 
development of a transcription methodology grew from her observation of a number of features 
inherent in the music and the way in which it is transmitted in the manuscripts. First of all she notes 
that "the essential movement of individual pieces is established in higher levels of rhythmic 
structure" rather than information about the duration of individual notes.  The way that rhythmic 
structure is conveyed, says Fuller, is through "the distinctiones and clausulae of the poetic texts, the 
disposition of phrases and phrase groups, in the placement of melismas and the arrangement of 
cadences."11 
 Fuller also observes that the notation used for these works is Aquitanian chant notation, a 
notation system designed for conveying monophonic works rather than polyphonic ones. Although 
Fuller notes that it does consistently use ligature groupings to show where the different syllables of 
text begin, the notation varies greatly from scribe to scribe in the way that the intervals between the 
voices are measured: some scribes write their notes precisely the correct distance apart, whereas 
others only give a rough indication of the intervals between the voices.12 Fuller lists three aspects of 
rhythm that cannot be conveyed by this type of chant notation: whether the voice that has the larger 
number of notes in a florid texture would control the rate of motion, with the other voice 
lengthening the duration of its smaller number of notes to match the rate of the more florid upper 
voice, or whether the opposite might have been the practice; whether groups of notes would be 
performed with the same durational values or whether some might have been longer and some 
shorter; and the way in which unequal numbers of notes might fit together, such as a group of five 
notes in one voice with a group of three notes in the other voice.13 
 Fuller describes several other approaches to transcribing the repertory which she finds 
unhelpful: one is based on transcriptions where the editor has chosen to avoid adding rhythmic 
interpretations and information about the alignment of voices, and the other is a historical approach 
which looks backwards from the use of modal rhythm in the Notre Dame repertory.14 These two 
approaches, taken up by van der Werf and Theodore Karp respectively, and Fuller's responses to 
them, will be discussed later in this chapter. Fuller therefore proposes the following approach to the 
rhythm of the repertory: 
                                                
 10 See Sarah Ann Fuller, "Aquitanian Polyphony of the Eleventh and Twelfth Centuries," 3 
vols., diss., University of California, Berkeley, 1969, vol. 1, 5-6. Van der Werf describes Fuller's 
study in glowing terms in the Preface to Oldest Music, vol. 1, vii. Theodore Karp outlines earlier 
transcription attempts by various scholars in The Polyphony of Saint Martial and Santiago de 
Compostela, 2 vols. (Berkeley: University of California Press, 1992) vol. 1 , vii-viii. 
 11 Fuller, "Aquitanian Polyphony," vol. 1, 310. Italics are Fuller's own. 
 12 Fuller, "Aquitanian Polyphony," vol. 1, 311.  
 13 Fuller, "Aquitanian Polyphony," vol. 1, 310-11. 
 14 See Fuller, "Aquitanian Polyphony," vol. 1, 314-27. 
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The most likely hypothesis is that Aquitanian polyphony–like 11th- and 12th-century chant–
had a fluid, unmeasured style of delivery. According to this hypothesis, rhythmic control 
between voices would have been exercised by consent, or by non-mensural proportions that 
were not coded in the notation, or by a combination of both of these--in short, that it was up 
to performance tradition.15 
 Fuller describes her transcriptions as "analytic transcriptions," and uses notational symbols 
in a non-standard way in order to convey "in some measure 'how the music works.'" She uses 
quavers and semiquavers not to show longer and shorter notes, but to show which notes she has 
decided are structurally more important (quavers) and which notes are structurally less important 
(semiquavers). Example 2.2 shows Fuller's transcription of the last four intervals of the melisma 
that concludes the versus Ius nature consumitur, and its concluding interval. The quavers at the 
beginning and end of the four-note group connected by a slur are more important notes in the phrase 
than the two internal notes of the group, written as semiquavers. Both notes in the lower voice are 
equally important, therefore are written as quavers.  
 
 
Example 2.2. Ius nature consumitur, last five intervals (transcription after Fuller, "Aquitanian 
Polyphony," vol. 3, 42). 
 
When the upper voice is extremely florid Fuller uses square plainchant notes in the lower voice. She 
shows which notes are bound in ligatures by means of flags and slurs, and she breaks up larger 
groups of notes into smaller two- and three-note groups, but observes that this is editorial only: it 
does not occur in the original notation. The descending scalic ornaments are transcribed directly as 
a group. Fuller also notes the use of the special Aquitanian chant note forms known as oriscus, 
distropha and liquescent neumes.16 She does not transcribe the vertical dividing lines in the texted 
                                                
 15 Fuller, "Aquitanian Polyphony," vol. 1, 327. 
 16 For more about these forms in general, see Constantin Floros, Introduction to Early 
Medieval Notation, trans. Neil K. Moran, 2nd ed. (Warren, Michigan: Harmony Park Press, 2005) 
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sections of the scores where they occur in the manuscripts, as she says that they do not assist with 
matters of text underlay. She transcribes the earliest version of each work, and occasionally 
concordances. Fuller uses text syllables to fit the voices together, however she observes that the 
voices fit together differently in different versions of the same work.17  
 Fuller's transcriptions are not designed for performance, although she includes suggestions 
for singers wishing to develop a performance score. She explains succinctly for performers the 
structure of ligatures in the Aquitanian polyphonic repertory, and particularly the way that the 
successions of intervals work in the more florid setting: 
The most important guide for the singer of the upper voice is that the chief goal of motion 
should be the last perfect consonance in a ligature or group of ligatures. Each melodic 
impulse should press toward this goal of motion. This 'rule of the last perfect consonance' is 
suggested both by common ligature types (which, no matter how they begin, usually move 
to a perfect consonance) and by characteristic variants (which most often alter the early 
course of a ligature, not its final destination). There is also a good pragmatic reason for this 
rule. In florid contexts particularly, a solid arrival on a perfect consonance signals the lower 
voice that the upper is ready to proceed to the next syllable or next pitch.18 
In Fuller's transcriptions, therefore, quavers are assigned to the last perfect consonance and any 
other pitches which are deemed to be significant in the movement of the melodic line. Other notes, 
which are of less importance and heading towards the goal, are denoted by semiquavers. This way 
of thinking about the ligatures is a strength of Fuller's approach.  
 Fuller's analytic transcriptions (see, for example, her transcription of the versus Quam felix 
cubiculum19 in Example 2.3 below) are helpful when comparing the repertories because of the 
emphasis they place on both the direction of the music, and the notes she considers most significant 
within words and musical phrases. Fuller includes many features from the original manuscript 
notation, such as special note types and ligature markings, which are helpful, although she does not 
include all concordances or all strophes, and she omits the vertical dividing lines. Since her 
transcriptions are analytical, they also need to be "deciphered" to some extent, and cannot be 
performed directly from the score, unlike other transcriptions. 
 
 
                                                                                                                                                            
98 (distrophe), 106-108 (oriscus), 111-113 (liquescent neumes). Interpretations of these special note 
forms may be found in Richard H. Hoppin, Medieval Music (New York: Norton, 1978) 61. 
 17 Fuller, "Aquitanian Polyphony," vol. 1, 334-41, 345-347.  
 18 Fuller, "Aquitanian Polyphony," vol. 1, 341-2. Emphasis is Fuller's own. 
 19 The versus Quam felix cubiculum is in the manuscript D-II, f. 21. It is discussed in 
Chapters 5 and 6. Subsequent examples in this chapter show other scholars' approaches to 
transcription of the same versus. 
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Example 2.3. Quam felix cubiculum, lines 1 and 2 (transcription after Fuller, "Aquitanian 
Polyphony," vol. 3, 63). 
 
 Other scholars' responses to Fuller's approach vary. Several scholars, whose transcription 
methodologies will be discussed in more detail later in this chapter, have also found this approach 
both viable and beneficial when studying the repertory. Carlson's transcriptions are closely based on 
Fuller's methodology, although her own translations of the texts also play a significant role in her 
edition.20 Van der Werf also aligns his approach, which he calls "'not so precisely measured', a term 
borrowed from Johannes de Grocheio," with Fuller's "flexible, improvisatory rhythmic practice,"21 
although Fuller's negative response to an edition such as van der Werf's, with minimal editorial 
intervention, is discussed later in this chapter. Theodore Karp does not agree with Fuller's approach 
because it does not begin syllables on the final consonance of the ligature in the way that his 
approach does. However, he states that if it could be proved that ligatures did not change syllable on 
the last consonance, then Fuller's transcription methodology would be the one that made the most 
sense.22  
 Bryan Gillingham disagrees strongly with Fuller's approach. He finds her suggestion that the 
music ought to be performed in a fluid, unmeasured chant style at odds with her transcriptions, 
which, as he says, use measured notes (that is, quavers and semiquavers) and square notation. He 
describes her edition, therefore, as "an equivocal and arbitrary set of transcriptions, not without its 
own mensural implications."23 This interpretation of Fuller's use of quavers and semiquavers 
creating rhythmic significance seems to have missed the point of Fuller's use of the notation: Fuller 
states clearly that these notes do not carry rhythmic significance but are used to show which notes 
are more significant in a phrase and which notes are less significant. Gillingham's own approach to 
the transcription of the repertory will be discussed below. 
 
                                                
 20 Rachel Golden Carlson, "Devotion to the Virgin Mary in Twelfth-Century Aquitanian 
Versus," 2 vols., diss., University of North Carolina, Chapel Hill, 2000, vol. 2, 308-316. 
 21 Van der Werf, Oldest Music, vol. 1, 110; Fuller, "Aquitanian Polyphony," vol. 1, 329. 
 22 Karp, Polyphony of Saint Martial, vol. 1, 82. 




2.2.3 Aquitanian Notation as Chant Notation: Isosyllabic Approach 
 Although Richard Crocker has not published an edition of the complete Aquitanian 
polyphonic repertory, he has developed an isosyllabic transcription methodology and performance 
guidelines based on the significance of the syllable in the repertory.24 Crocker states that "the 
Aquitanian repertory of polyphony allows no consistent system of rhythm, and we should not 
expect to find one, let alone impose one arbitrarily."25 An isosyllabic approach is helpful, he says, 
because it does not need to imply any sense of metre or any consistent idea of beat division. Its 
flexibility also means that different performances of the same work might see the voices move 
together in different ways.26  
 Crocker's approach builds on John Stevens's observations on the importance of syllables in 
the structure of much medieval song. Crocker also states that in medieval chant the syllable is the 
element through which the structure of the work is built, and since Aquitanian polyphony developed 
from chant, then the syllables of text are the clearest indicator of how the music is organised.27 A 
central concern in Crocker's isosyllabic approach is the way that the voices are aligned. Crocker 
observes that although the vertical lines in the manuscripts show that the performers required a 
clearer alignment of the parts than the scribes depicted with their notation, the most important way 
that the voices are aligned is through the use of ligatures set to each syllable. One note per syllable 
in each voice presents no problems of alignment. Crocker states that groups of two or three notes in 
the upper voice may be sung in quite a straightforward way against a single note in the lower voice, 
as a "simple subdivision of the basic syllabic unit."28 For ligatures of four or more notes, Crocker 
suggests that the larger groups of notes take slightly more time than an ordinary syllable, and so he 
proposes that the lower voice will hold the note a little longer. He calls this "performing a 'stretch-
                                                
 24 Richard Crocker, "Rhythm in Early Polyphony," Current Musicology 45-47 (1990): 147-
77. Crocker's transcriptions of the opening of three versus, Per partum virginis, [O] Primus homo 
corruit and Senescente mundano filio, may be found on pages 156, 158 and 160 respectively. 
 25 Crocker, "Rhythm in Early Polyphony" 162. 
 26 Crocker, "Rhythm in Early Polyphony" 162. 
 27 Crocker, "Rhythm in Early Polyphony" 149, 151, 153; John Stevens, Words and Music in 
the Middle Ages: Song, Narrative, Dance and Drama, 1050-1350, Cambridge Studies in Music 
(Cambridge: Cambridge University Press, 1986). Crocker also observes (153) that the use of 
successive notation, a pre-score means for notating polyphony, is dependent on the fact that the 
number of syllables in each verse is the same. Marianne Danckwardt also proposes an approach 
based on the importance of the declamation of syllables of the text at the same time. She does not 
consider it necessary to document the alignment of the parts in any more detail than is shown in the 
neumes themselves in the score, and states that matters of voice coordination and rhythm ought to 
be established through performance. See Danckwardt, "Zur Notierung, klanglichen Anlage und 
Rhythmisierung der Mehrstimmigkeit in den Saint-Martial-Handschriften," Kirschenmusikalisches 
Jahrbuch 68 (1984): 31-63. 
 28 Crocker, "Rhythm in Early Polyphony" 153-155. 
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and-wait,'"29 and likens the way that the singer of the lower voice will follow the movement of the 
upper voice to that of an accompanist observing a singer's recitative. This practice, Crocker notes, 
has its basis in the performance of the terminal melismas of chant and would not be a new idea to an 
experienced chant singer. Longer melismas are subdivided into these smaller groups of two, three or 
four notes, and therefore can be dealt with in the same way.30  
 Crocker identifies four ways that the ligatures might fit together when the upper voice has 
two or more notes and the lower voice also has two notes to a syllable: the lower voice may move to 
the new note whenever the singer wishes; the lower voice may move to its second note when the 
upper voice moves to its second note of the group; the lower voice might move to its second note at 
the start of a new ligature on the same syllable in the upper voice; or the lower voice could move to 
its second note when the upper voice moves to its final note for the ligature or syllable. Crocker 
states that there is a strong possibility that the performers were free to sing the second note, and 
align the parts, in any way that they liked. He suggests that this might have been more of a 
characteristic of the earlier, more florid works of the period than the later works with a more note-
against-note setting.31 
 Crocker makes two further observations concerning the isosyllabic approach to the more 
melismatic sections of the works: one is that when the upper voice is more florid than the lower 
voice, it is the upper voice that controls the rate at which the voices move along. The other 
observation is that when both voices have a series of matching, or almost matching, untexted 
ligatures,32 these ligatures may be treated as though each was set to a syllable of text. This approach 
could also be used with melismas in which the upper voice has several notes to a single note in the 
lower voice.33  
 Carlson agrees with Crocker's approach and considers the freedom that allows the singers to 
choose the way the voices fit together to be a strength of this method. She observes that "[i]n this 
way, versus performance can preserve the spirit of a singer-focused repertory, in which 
interpretation and improvisation apparently played a role (as suggested by melodic embellishment 
and variations among the concordances)."34 She suggests that Crocker and van der Werf have a 
similar approach.35 When discussing the other's approach, however, both Crocker and van der Werf 
disagree on several points.  
                                                
 29 Crocker, "Rhythm in Early Polyphony" 155-156. 
 30 Crocker, "Rhythm in Early Polyphony" 156-7.  
 31 Crocker, "Rhythm in Early Polyphony" 157-8. 
 32 Crocker appears to be referring to melismas comprised of what Fuller calls "figures in the 
symmetrical style." See "Aquitanian Polyphony," vol. 1, 295-304. 
 33 Crocker, "Rhythm in Early Polyphony" 161. 
 34 Carlson, "Devotion to the Virgin Mary," vol. 2, 310. 
 35 Carlson, "Devotion to the Virgin Mary," vol. 2, 310.
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 Van der Werf does not approve of Crocker's approach because he does not agree with the 
ideas of Stevens upon which Crocker bases his methodology. Van der Werf claims that Stevens is 
incorrect in his assumption that monophonic medieval song was performed using syllables of 
roughly equal duration. Stevens' choice of songs, says van der Werf, concentrated on those which 
were mostly syllabic anyway; he did not choose works that had large numbers of pitches to a single 
syllable, since he considered these problematic, and he did not compare concordances where they 
existed. Van der Werf does agree with Crocker's suggestion about treating ligatures in melismas as 
though they are set to a single syllable each, allowing the melismas to be incorporated into the 
approach in a way that Stevens did not allow for. Despite this, he does not find an isosyllabic 
approach viable across the repertory.36 
 One of van der Werf's objections to the isosyllabic approach adopted by Crocker concerns 
the juxtaposition of syllables which have very different numbers of notes. He observes that syllables 
that divide into three must have notes performed with shorter durations when using an isosyllabic 
approach, and that this shortening of durations within works that have quite a large number of 
pitches set to a single syllable leads to the value of these notes being very short indeed. Although 
Crocker's approach to this matter is based on the performance tradition of chant, van der Werf states 
that "we have no evidence that three or more pitches for one syllable always were sung more 
quickly than one pitch for one syllable."37 
 Van der Werf also points out that Crocker's approach is difficult to apply when groups of 
ligatures that have the same number of notes in total differ in the way they are distributed between 
the voices. He suggests that this means that the people originally performing and notating the music 
did not conceive of it in terms of an isosyllabic framework that linked ligatures with syllables, and 
he states that rather than syllables being performed with equal duration, it is rather the notes 
themselves that are to be performed with equal duration.38 Van der Werf's own approach is to 
transcribe the notes and ligatures he sees on the page, without adding a rhythmic interpretation; this 
approach is discussed below. 
 
2.3 Rhythm Derived from Poetic Metre and Backward Extrapolation 
 Bryan Gillingham's approach to the repertory differs substantially from Fuller's. While 
Fuller groups her transcriptions according to function, Gillingham does not consider the term 
"versus" to be specific enough, and he instead divides the Aquitanian polyphonic repertory into 
eleven categories based on their form: irregular sequence, transitional sequence, regular sequence, 
                                                
 36 Van der Werf, Oldest Music, vol. 1, 105. 
 37 Van der Werf, Oldest Music, vol. 1, 105-6. 
 38 Van der Werf, Oldest Music, vol. 1, 106-7. 
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mature sequence, strophic conductus, conductus with refrain, versiculated conductus, through-
composed conductus, motet, organum, polyphonic lesson and hymn.39 Although these terms do 
describe characteristics and sometimes functions of the works,40 some of these labels, such as 
"organum" and "motet" are unhelpful because they imply that works in the Aquitanian repertory 
were created in genres that did not exist at that time. Fuller observes that the Aquitanian double-
texted works are associated with the Benedicamus Domino genre and are quite different works from 
the Notre Dame motet developed in the thirteenth century. She also draws a distinction between the 
development of florid polyphony, a style seen for the first time in the Aquitanian repertory, and the 
organum of the Magnus liber, which is far more melismatic.41  
 Gillingham's identification of various sequence- and conductus-related forms provides the 
basis for his approach to transcribing the rhythm of the repertory. He believes that there are two 
kinds of poetry used in the works of the Aquitanian polyphonic repertory. One kind he describes as 
"prosaic, rambling and unmetrical," for which there is no discernable rhythm. Gillingham uses 
unstemmed noteheads which he says "are not intended to imply presence or absence of duration" to 
transcribe works with this kind of poetry. He also uses unstemmed noteheads to transcribe very long 
melismas which he states are too extensive to be related to the metre of the text.42 
 The rest of the repertory is transcribed using a different approach. Gillingham describes the 
poetry of this part of the repertory as metrical. He considers that the Aquitanian polyphonic 
"conductus" have so many features in common with the works in sequence forms, aside from the 
syllabification that characterises the sequences, that the two categories might be treated in the same 
way in order to determine their rhythm. The rhythm can be established, he states, by means of 
backward extrapolation of explicit rhythmic information found in thirteenth- and fourteenth-century 
manuscripts. These manuscripts use pre-Franconian and Franconian notation to notate sequences, 
and Gillingham states that because the music and poetry of these works are written in 
fundamentally the same style as the Aquitanian sequences, then the rhythmic information of the 
later works may be used to determine the rhythm of the earlier works.43 
 Gillingham developed his transcription methodology, which is based on the rhythmic modes 
and subdivisions of these, from the information extrapolated from the later sources. He uses the 
                                                
 39 Bryan Gillingham, "Saint-Martial Polyphony–A Catalogue Raisonné," Gordon Athol 
Anderson (1929-81): In Memoriam von seinen Studenten Freuden und Kollegen, ed. Margaret Bent 
and Bryan Gillingham, 2 vols., Musicological Studies 39, vol. 1 (Henryville: The Institute of 
Mediæval Music, 1984) 226-7. 
 40 See in particular Fuller, "Aquitanian Polyphony," vol. 1, 96-7, for a listing of versus that 
are also in the Le Puy Circumcision Office. Five of the versus have the term "conductus" listed as 
their rubric.  
 41 Fuller, "Aquitanian Polyphony," vol. 1, 6-8. 
 42 Gillingham, "Catalogue Raisonné" 235, 237. 
 43 Gillingham, "Catalogue Raisonné" 226-7, 235-6. 
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syllabification of the lines of poetry to determine the mode of the lower voice (which he refers to as 
the tenor). Even numbers of syllables in the text are set to second mode, and odd numbers of 
syllables to first mode. When the upper voice has more notes than the lower voice, Gillingham 
subdivides the notes of the upper voice so that they will fit into the duration of the note in the lower 
voice. Groups of uneven notes in the upper voice conclude with a note that is longer in duration 
than the other notes. When there are melismas in both voices, Gillingham treats these as 
continuations of the texted sections of these works, and treats the notes and ligatures as though they 
were set to a single syllable of text each. This creates consistency in the application of modal 
rhythm across the texted and untexted sections.44 Crocker's approach to the repertory, discussed 
above, also treats untexted sections as though they had syllables, although his chant-based approach 
is very different from Gillingham's. While Crocker's melismas have flexible rhythm and no 
discernable metre, Gillingham's melismas continue on from the texted sections in modal rhythm. 
This may be seen in Example 2.4 below in Gillingham's transcription of the opening two lines of 
the versus Quam felix cubiculum. 
 
 
Example 2.4. Quam felix cubiculum, lines 1 and 2 (transcription after Gillingham, Saint-Martial 
Polyphony 192). 
 
 Gillingham observes that works transcribed using his methodology have consonances on the 
"main beats" and dissonances between them. He does not alter dissonances to make them more 
consonant, assuming that they are a stylistic feature of the repertory. The transcriptions in his 
edition are arranged in the order in which they appear in the manuscripts, and concordances are 
written out in full to show the different inclinations of the scribes.45 Although it is more difficult to 
compare concordances of individual works because of the way the works are ordered, setting the 
works out in manuscript order allows the contents of each specific manuscript to be compared with 
others in the same volume. 
                                                
 44 Gillingham, "Catalogue Raisonné" 237-8. 
 45 Gillingham, "Catalogue Raisonné" 211-2, 226. 
 53 
 Karp and van der Werf object to Gillingham's approach for several reasons. Karp notes that 
one difficulty with Gillingham's transcriptions is that they are underpinned by his claim that the 
poetry of the repertory is quantitative, when it is actually rhythmic poetry.46 This means that the 
quantitative accents Gillingham uses to determine the mode of the music are not a feature of this 
style of poetry, and therefore the rhythm of the transcriptions has been established based on 
incorrect patterns of strong and weak accents. Van der Werf also disagrees with Gillingham's 
approach to the accents of the texts, stating that when the accent patterns change within works, 
Gillingham's transcriptions continue to show the same accent patterns used at the opening and do 
not reflect these changes. He also opposes Gillingham's use of backward extrapolation as a means 
of determining the rhythm of the repertory. He does not think that information taken from 
sequences in later centuries can be viably applied to any works in the Aquitanian repertory because 
there is no evidence that the sequences in later centuries were performed in the same way.47 
 Gillingham's method for subdividing the beat into very small note values is also 
problematic. Van der Werf states that although the motet is the only form where the rhythmic 
modes are known to have been consistently used, Gillingham's division of the beat into values as 
small as sixty-fourth notes is not in keeping with the way that motet beats are subdivided; in motets, 
even semiquavers are rare. Karp notes that the breve itself is a small durational unit that cannot be 
divided into groups much smaller than two or three, but Gillingham's transcription procedure 
regularly forces him to divide it into groups of five or more.48 
 
2.4 Rhythm Based on Syllable and Consonance Alignment 
 Theodore Karp's edition of the Aquitanian and Calixtine repertories is based upon a 
reassessment of the alignment of notes and ligatures in the works. This leads to an emphasis on 
more consonant transcriptions than those supported by Fuller, Gillingham, Crocker, van der Werf, 
                                                
 46 See Jan M. Ziolkowski, "Virgil, Abelard and Heloise, and the End of Neumes," 
Nottingham Medieval Studies 56 (2012): 447-66, especially 453-5 and 460-1, for a discussion on 
changing attitudes towards poetry, and also towards music, in the twelfth century, and the increase 
in use of rhythmic poetry due to its greater singability. Ziolkowski observes that this was not at the 
expense of quantitative poetry, which continued to flourish in the teaching of the classics. For more 
on the history of versus poetry specifically, see Gunilla Björkvall and Andreas Haug, "Sequence 
and Versus: On the History of Rhythmical Poetry in the Eleventh Century," Latin Culture in the 
Eleventh Century: Proceedings of the Third International Conference on Medieval Latin Studies, 
Cambridge, September 9-12 1998, ed. Michael W. Herren, Christopher James McDonough and 
Ross Gilbert Arthur (Turnhout: Brepols, 2002) 57-82. 
 47 Karp, Polyphony of Saint Martial, vol. 1, 166-7; Van der Werf, Oldest Music, vol. 1, 102. 
 48 Van der Werf, Oldest Music, vol. 1, 102; Karp, The Polyphony of Saint Martial, vol. 1, 
172. 
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and Carlson.49 Karp transcribes syllabic note-against-note works such as Congaudet hodie50 with 
notes of equal duration. Although the accent patterns in the text suggest possibilities for more 
complex rhythmic interpretations, he does not include these as the accent patterns change from line 
to line and from strophe to strophe. He notes, however, that in performance an awareness of the 
text's accents and its meaning are also important considerations, and it is only in terms of notation 
that "the transcription recommends to the performer and scholar…that the values were not so 
disparate that a clear differentiation is called for." Karp observes that nothing further can be 
determined about the way in which the music might have been performed.51 
 Karp's approach to works that have more than one note per syllable is based on his ideas 
about consonance and dissonance in the Aquitanian and Calixtine repertories and how notation can 
convey text underlay in a way that is different from chant notation. Although Fuller and Crocker 
both consider that the notation of the Aquitanian polyphonic manuscripts is Aquitanian chant 
notation, Karp points out a number of differences between the way the polyphonic notation and 
actual chant notation are used. He observes that the formulae found in chant are not used in the 
polyphonic works, and that the characteristics of the upper voice are very different from those in 
chant melodies, including the choice of opening pitch, the wider range of the polyphonic voice, the 
use of leaps between pitches that do not occur in chant, and the conclusion of some works on a final 
that is not used in the chant repertory.52 Karp believes that although Aquitanian polyphonic notation 
is based on chant notation, in the same way that some figures in the modal notation of the Notre 
Dame sources are based on Parisian chant notation, the Aquitanian polyphonic repertory is not 
notated in precisely the same way as the Aquitanian chant repertory. Karp also notes that the use of 
non-chant symbols in the transcriptions of Crocker, Fuller and Gillingham is further evidence that 
the notation of Aquitanian chant is not the same as the notation of Aquitanian polyphony.53 
 Karp's investigation of note-against-note writing led him to conclude that consonant 
intervals are used far more frequently in the more neumatic and florid parts of the repertory than 
hitherto assumed. Dissonances tend to occur in the middle of groups of three notes, and in the first 
interval of pairs of notes. Karp observes that this approach to consonance and dissonance is in 
                                                
 49 Karp, Polyphony of Saint Martial, 2 vols. Karp explains his transcription methodology in 
the first volume while the second volume contains the edition. 
 50 The Benedicamus Domino versus Congaudet hodie is found in D-I, f. 12 (Fuller, 
"Aquitanian Polyphony," vol. 2, 455-6) and is discussed in Chapter 4 of the present study. 
 51 Theodore Karp, "The Interpretation of St. Martial and Calixtine Polyphony," Le notationi 
della polifonia vocale dei Secoli IX-XVII: Antologia–parte prima, Secoli IX-XIV, ed. Maria Caraci 
Vela, Daniele Sabaino and Stefano Aresi (Pisa: Edizioni ETS, 2007) 14. 
 52 See Fuller, "Aquitanian Polyphony," vol. 1, 310-11, and Crocker, "Rhythm in Early 
Polyphony," 149-151 for their identification of Aquitanian polyphonic notation as chant notation; 
Karp, "Interpretation of Polyphony" 15-17, 25.  
 53 Karp, "Interpretation of Polyphony" 15-17, 25. 
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keeping with both later medieval music, such as the Notre Dame repertory,54 and the writings of the 
theorists,55 and therefore a similar approach ought to apply to the more florid works within the 
Aquitanian repertory.56 By contrast, when the notes of the lower voice are aligned with the 
beginnings of ligatures, the result is a much larger proportion of dissonances than appear in the 
note-against-note writing or the writings of the theorists. Karp states that by moving the alignment 
of the ligatures in the upper voice so that the note of the lower voice coincides with the last note of 
the ligature rather than the first, the proportion of consonant intervals comes into line with that of 
the note-against-note works.57 Karp describes how ligatures may be aligned with beats in his 
transcriptions: 
A binaria opening a phrase normally progresses from a point of structural importance to a 
point of lesser importance; such a ligature is to begin on the beat and end either between 
beats or with the beginning of the following beat … A binaria in the interior or at the end of 
a phrase normally progresses from a point of lesser importance to a point of greater 
importance; such a ligature is to begin before the beat and move to the beat itself.58 
Karp does state strongly that although the idea of measurement, and terms like "beat" are unpopular 
with some scholars, "'measure' is at best no more than an approximation, regardless of the musical 
repertoire concerned or the period involved.'"59 This change in alignment between the upper and 
lower voices has a profound effect on text underlay: a new syllable begins in the upper voice on the 
last note of the ligature if it is to coincide with the change in syllable in the lower voice. Karp states 
that this syllable declamation on the last note of a ligature may be found in other works that have 
easily decipherable modal notation.60 
                                                
 54 Karp compares the use of harmony in the Aquitanian, Calixtine and Notre Dame 
repertories in the fifth chapter of Polyphony of Saint Martial, vol. 1, "The Historical Context of St 
Martial and Calixtine Polyphony" 91-126. Since the alignment of the ligatures has been changed to 
make the readings more consonant, these comparisons do not form a part of the present 
investigation. 
 55 See Karp, Polyphony of Saint Martial, vol. 1, 121-6 for Karp's discussion of his approach 
and the writings of the thirteenth-century theorists associated with the Notre Dame repertory. 
 56 Karp notes that the prose Adsit johannis baptiste, with its very high number of 
consonances, is in the style discussed in the treatise Ad organum faciendum ("Interpretation of 
Polyphony" 14). In spite of this, Fuller ("Aquitanian Polyphony," vol. 1, 158-9) and van der Werf 
(Oldest Music, vol. 1, 141) both observe that this work is not representative of the wider Aquitanian 
repertory.  
 57 Karp, "Interpretation of Polyphony" 14-15. 
 58 Theodore Karp, "St. Martial and Santiago de Compostela: An Analytical Speculation," 
Acta Musicologica 39.3/4 (1967): 145. 
 59 Karp, "Interpretation of Polyphony" 21. 
 60 Karp discusses many examples of this kind of text underlay in Polyphony of Saint Martial 
29-58. 
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 Karp's transcriptions are therefore significantly different from those in other editions: see 
Examples 2.5 and 2.6 below. Example 2.5 shows Fuller's transcription of the opening line of the 
versus Flore vernans gratie (discussed in Chapters 5 and 6). Example 2.6 shows Karp's 
transcription of the same portion of the music. Karp's transcription methodology results in a very 
different alignment of intervals than those in Fuller's transcription. The addition of specific duration 
to the more florid transcriptions is given as a suggestion only: Karp states that even though the 
harmonic framework has been established by using his approach, the duration of notes within the 
framework cannot be determined. This absence of specific rhythmic information shows, he says, 
that the music was transmitted orally from one performer to another rather than by means of the 
notation.61 Karp's transcription of the first two lines of Quam felix cubiculum in Example 2.7 below 
therefore demonstrates one of a possible number of rhythmic interpretations of the phrases. 
 
 




Example 2.6. Flore vernans gratie, line 1 (transcription after Karp, Polyphony of Saint Martial, vol. 





                                                
 61 See Karp, "Interpretation of Polyphony" 25 for three possible rhythmic interpretations of 
the first five syllables of a Benedicamus Domino from the Codex Calixtinus. Karp states that each 
one is as possible as the other. 
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Example 2.7. Quam felix cubiculum, lines 1 and 2 (transcription after Karp, Polyphony of Saint 
Martial, vol. 2, 87).  
 
 Karp's approach to the alignment of ligatures in order to create more consonances, and his 
shifting of the text underlay, contrast strongly with the approaches of Fuller, Crocker, Gillingham, 
van der Werf and Carlson. Carlson objects to the "overly stiff" transcriptions that result from Karp's 
approach.62 Fuller believes that shifting the text to the end of the ligatures is incorrect, and that 
Karp's evidence from the more specific notation of the twelfth and thirteenth centuries is not 
relevant to the Aquitanian or Calixtine repertories. She suggests that if chant notation was being 
adapted to notate polyphony, then scribes who wanted the most consonant interval to coincide with 
the change of syllable need only have written the ligature in a different way to show this. Such an 
approach to ligature writing was entirely possible to convey from a technical perspective and 
avoided the need for syllable displacement. Fuller also observes that the same notation is used for 
the monophonic and polyphonic works, and it would be unlikely for the text underlay of the 
polyphonic works to differ from that of the monophonic works, which do have the same text 
underlay as chant. Fuller also notes that the vertical lines in StM-D would not align the music and 
text if Karp's text underlay approach was correct.63 
 Crocker questions Karp's procedure of moving the simplex to correspond with the second 
note of the binaria in pursuit of a stronger attack on a more consonant interval. Crocker states that 
movement of the simplex is not necessary to produce the more consonant interval: it will happen if 
the simplex coincides with the first note of the binaria anyway, merely without such a strong 
attack.64 A strong attack like this, Crocker claims, combined with longer durations for the more 
consonant notes, emphasises consonance in the transcriptions to the extent that dissonances are "as 
discreet, as brief, as inconspicuous as possible."65 The problem Crocker sees with this approach is 
that it is taking the idea of functional consonance in polyphony to such an extreme that the 
                                                
 62 Carlson, "Devotion to the Virgin Mary," vol. 2, 308-9. 
 63 Fuller, "Aquitanian Polyphony," vol. 1, 323-6. 
 64 Richard Crocker, "Two Recent Editions of Aquitanian Polyphony," Plainsong and 
Medieval Music 3.1 (1994): 64-5. 
 65 Crocker, "Two Editions" 66. 
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consonance itself is over-emphasised; allowing the dissonances in the music to play more of a role 
would place more emphasis on the consonances when they do occur. Karp's transcriptions, for all 
their emphasis on consonance as the most important factor in the music, do not allow this to 
happen.66 
 Van der Werf also disagrees with Karp's approach to text underlay. He asserts that despite 
the lack of investigation into whether syllables may change in the middle of a ligature rather than 
only at the start, the matter may not require further investigation because "it may be one of the very 
few aspects of notation that need not be proven." Van der Werf points to the consistent use of 
ligatures in monophonic works that change syllable only on their first note as evidence of such a 
practice. He also states that the theorists discussing mensural music would not write as they did 
about ligatures if ligatures were able to begin at the end of one syllable and continue into the next 
syllable.67 Van der Werf also objects more broadly to Karp's approach because  
the greatest weakness of Karp's transcriptions is not changing the relation between neumes 
and syllables in order to achieve a certain goal; it is the goal itself, because it is inspired by 
preconceived notions. We may safely assume that in a medieval performance, not all pitches 
and chords received equal emphasis but we have no evidence that all beats in the oldest 
extant part music coincided with consonants and came at equal distances from one another.68 
Furthermore, van der Werf notes that because some ligatures in Karp's transcriptions have syllables 
on the last note and some do not, the inconsistency in his approach shows that it cannot be valid.69 
 
2.5 Undetermined Rhythm 
 Since there are no rhythmic indications in the notation of the Aquitanian polyphonic 
repertory that can give consistent information about how the music should be performed, some 
scholars have avoided approaches such as those of Gillingham and Karp, both of which have a high 
degree of editorial intervention and look to characteristics of later repertories in their interpretation 
of the music. These other scholars have instead transcribed the works using an undetermined 
approach to rhythm. The scores of Hendrik van der Werf, Rachel Golden Carlson and Gordon 
Anderson seek to document what is in the manuscripts without adding rhythmic information.70  
                                                
 66 Crocker, "Two Editions" 66. 
 67 Van der Werf, Oldest Music, vol. 1, 103. 
 68 Van der Werf, Oldest Music, vol. 1, 103-4. 
 69 Van der Werf, Oldest Music, vol. 1, 104. Anderson's transcriptions do contain optional 
rhythmic information: see below. 
 70 Bonderup also presents unmeasured transcriptions in his musical examples, however this 
is for a different reason. He suggests that there are four ways in which rhythm might have been 
determined in the Aquitanian repertory: using modal rhythm based on the patterns of ligatures in the 
scores; using modal rhythm based on the metre of the poetry; "to attempt to apply an interpretation 
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 Van der Werf's edition is particularly useful in the present study because it conveys 
information about what is present the manuscripts that is not transmitted in other editions, such as 
places where the voices move to a new system or a page turn occurs. While van der Werf discusses 
numerous ideas concerning rhythm in the Aquitanian polyphonic repertory in the volume that 
accompanies his edition, he describes the way he presents his transcriptions as "a compromise 
between medieval and modern notation as well as a mixture of diplomatic and interpretative 
transcription."71 This means that editorially added rhythmic interpretations are absent from his 
edition. Van der Werf's transcriptions document very clearly which elements of the transcriptions 
are editorial additions. He shows where music changes to a new staff or a new folio. He groups 
notes to resemble their neumatic groupings in the manuscript, and uses his understanding of 
Aquitanian chant notation to interpret special neumes such as liquescent neumes. He also 
reproduces the dividing lines where they appear in the original scores (see Example 2.8 below, 
where the dividing lines are reproduced in the first two lines of Quam felix cubiculum), and 
documents the places where missing text has been added from other sources.72 Van der Werf's 
edition may not be easy to read at first because of the diamond-shaped noteheads and small gaps 
between notes and ligatures; however, these features become easier to understand through repeated 




Example 2.8. Quam felix cubiculum, lines 1 and 2 (transcription after van der Werf, Oldest Music, 
vol. 2, 104). 
 
 Van der Werf's edition is laid out in such a way that, in addition to the music of the four 
central Aquitanian sources, the Codex Calixtinus and the Chartres fragment,73 the concordances 
                                                                                                                                                            
of 13th century organum purum theory to the relevant parts of the repertory"; or to "resort to" the 
use of free rhythm. Bonderup cannot decide on any one of these, and leaves the question 
unresolved. See Bonderup, The Saint Martial Polyphony 73-4. 
 71 Van der Werf, Oldest Music, vol. 2, xii.  
 72 Van der Werf, Oldest Music, vol. 2, ix-x, xiv. 
 73 Chartres, Bibliotheque de la ville, ms 109, destroyed in 1944; see van der Werf, Oldest 
Music, vol. 2, ix. 
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found in Cambridge 17, the Moosburg Gradual and Madrid 289 are also set out below the 
Aquitanian and Calixtine versions of the works. All concordances within the repertories are also 
grouped together in this way. The comparative setting out allows variants between the different 
versions of works to be observed immediately: Noster cetus psallat letus, from the central 
Aquitanian repertory, and its Calixtine contrafact, Ad superni regis decus, for example, may be 
compared note by note on the same pages. This is beneficial to the present study because 
differences between concordances, such as the use of dividing lines in earlier and later versions of 
the same work, may be noticed immediately. A work that does not have a dividing line in the same 
place as its concordance but moves to a new staff at that point is clear to see in van der Werf's 
edition. This gives a more comprehensive view of the setting out of the manuscripts than the other 
editions.  
 Van der Werf has avoided correcting variants that could be perceived as mistakes in the 
texts, as he observes that different poets had a different understanding of how the Latin language 
worked, and not all could write it fluently. He therefore considers the variants in the poetry useful in 
determining information about the distribution of the texts.74 He is also wary of labelling variants 
that might be considered possible mistakes in the music, and observes that even if these are not 
what the scribe intended to write, there is no way to know what the scribe's original intentions were. 
This cautious approach leads van der Werf to conclude that a scholarly edition cannot be made 
based on present knowledge, and may not ever be made, given the complexity of the notation and 
the extensive discussion that would be necessary to explain the information that cannot be detailed 
in his edition.75  
 An approach to transcription of the repertory that applies minimal editorial intervention does 
not appeal to Fuller. Although writing before van der Werf's edition was published, she notes just 
such an approach in the transcriptions of Frieder Zaminer and Marcus Schneider, and states that 
such transcriptions, which preclude all attempts at rhythmic interpretation 
err through being too non-committal on fundamental issues, such as how unequal numbers 
of notes are to be coordinated between parts, and which of many upper-voice notes on a 
syllable might be the more important. . . . Even though the scholar may not wish to advance 
categorical or systematic solutions to them, he has an obligation to give informed opinions 
on how they might be resolved.76 
 Crocker also finds van der Werf's approach too limited. His chant-based approach to the 
repertory favours an edition which would relay all the chant characteristics of the Aquitanian 
                                                
 74 Van der Werf, Oldest Music, vol. 2, xi.  
 75 Van der Werf, Oldest Music, vol. 2, xiii, xx. 
 76 Fuller, "Aquitanian Polyphony," vol. 1, 314-5. 
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notation in the manuscripts. He observes that van der Werf's transcriptions are lacking in these 
subtleties that would be used in order to create a sense of rhythm by performers who are 
experienced in singing from chant notation. He also notes that the absence of grouping of notes in a 
more florid upper voice makes it difficult to determine the rhythm of such passages in 
performance.77 While these groupings are not particularly clear in van der Werf's edition, he does 
differentiate between different groupings of notes in ligature. Use of square brackets or slurs would 
make these easier to see, although they would provide more editorial information than van der Werf 
might be willing to add. 
 Rachel Carlson's edition accompanies her dissertation, which examines the way that the 
texts of the Aquitanian monophonic and polyphonic versus venerate the Virgin Mary.78 For this 
reason, the edition does not include the entire polyphonic repertory, as do the other editions 
discussed in this chapter; instead, it contains both monophonic and polyphonic works with texts that 
either focus on the Virgin Mary as the most important figure, or have a significant Marian 
component or perspective, such as at Christ's birth.79 The works Catholicorum concio (in StM-AII 
and StM-DI), which is a song of praise to God, and Orienti oriens (in StM-DII), which is a song 
about the Wise Men who visited the infant Christ (works discussed in Chapters 4, 5 and 6 below), 
do not appear in Carlson's edition as they do not have a Marian theme. 
 Carlson's edition also includes a translation of each text. This emphasis on the meanings of 
the works informs her transcription methodology, which contrasts with the other editions discussed 
in this chapter.80 This may be seen in Carlson's decision to transcribe each strophe in a strophic 
work that has music for more than one strophe: she considers differences between the strophes to be 
significant.81 She also emphasises the importance of transcriptions of all concordances of works in 
the repertory, agreeing with Grier that scribes who notated these works, who may well also have 
been their performers, and in some cases their composers, updated and changed the music as they 
saw fit.82 
 Fuller's methodology influences Carlson's approach to rhythm. She does not agree with 
Karp's ideas about rhythm in the polyphonic repertory, citing the same reasons as Crocker: syllable 
displacement, "persistent use of 6/8 meter," and an overemphasis on the importance of consonance 
lead to unsatisfactory transcriptions of the repertory. Carlson also agrees with Grier in his 
                                                
 77 Crocker, "Two Editions" 99-100. 
 78 Carlson, "Devotion to the Virgin Mary," 2 vols. 
 79 Carlson, "Devotion to the Virgin Mary," vol. 2, 307. 
 80 Carlson, "Devotion to the Virgin Mary," vol. 1, 9. 
 81 Van der Werf also transcribes all strophes. 
 82 Carlson, "Devotion to the Virgin Mary," vol. 2, 315; James Grier, "Scribal Practices in the 
Aquitanian Versaria of the Twelfth Century: Towards a Typology of Error and Variant," Journal of 
the American Musicological Society 45.3 (1992): 416-20. 
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observation that the absence of consistent qualitative metre and accentual patterns in the poetry 
makes Gillingham's methodology unsuitable for the repertory.83 While Carlson agrees with Fuller's 
transcription methodology and like Fuller does not seek to impose a rhythm on her transcriptions, 
Carlson's translations of the text sometimes allow her to make different textual readings from those 
of Fuller; some of her musical readings are also different. Carlson's inclusion of the concordances is 
another difference between her and Fuller's editions.84  
 Carlson's transcriptions are therefore based on her desire to make the structure of the music 
clear by moving towards consonances in the way that Fuller's transcriptions do, without being 
particularly prescriptive about the alignment of pitches within neumes; she believes that "surely in 
performance, singers would have resolved issues of alignment in a free manner, rather than through 
the rigid application of contrapuntal rules." Her treatment of seconds and sevenths is in keeping 
with that of van der Werf, who notes that not all seconds and sevenths lead to perfect consonances; 
this may well be an important feature of the style, she states, rather than scribal mistakes. Carlson's 
transcriptions therefore attempt to reproduce the pitches she sees in the manuscripts; she does not 
try to amend them to create more consonant readings. She uses unstemmed noteheads and special 
symbols to denote the Aquitanian chant notation forms, and records which pitches have been 
editorially supplied. Neumes are denoted by a slur, making the separate groupings easier to read 
than those in van der Werf's edition:85 see Example 2.9 below. 
 
 
Example 2.9. Quam felix cubiculum, lines 1 and 2 (transcription after Carlson, "Devotion to the 
Virgin Mary," vol. 2, 590).  
 
 Although Gordon Anderson's transcriptions of Aquitanian polyphony are limited to three 
works, it is clear that he, like van der Werf and Carlson, favours a free and undetermined approach 
to the rhythm of the repertory. The three works transcribed by Anderson, Per partum virginis, 
                                                
 83 Carlson, "Devotion to the Virgin Mary," vol. 1, 8-9, vol. 2, 308-9; Grier's observation is in 
"Transmission in the Aquitanian Versaria," 13. 
 84 Carlson, "Devotion to the Virgin Mary," vol. 1, 7. 
 85 Carlson, "Devotion to the Virgin Mary," vol. 2, 313-4, 316; van der Werf, Oldest Music, 
vol. 1, 27. 
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Cantu miro summa laude and Verbum patris humanatur appear in the central Aquitanian sources,86 
and are included in the volumes of Anderson's conductus transcriptions that contain works in 
sources that are related to the central Notre Dame conductus manuscripts.87 Per partum virginis 
appears beside several conductus discussed in the present study in the text-only manuscript 
OxRawl. Anderson's transcription is from StM-D. He suggests that there was once a Notre Dame 
version of the music that is now lost, and that the Aquitanian version is "most probably absolutely 
different" from the Notre Dame version. Anderson notes that the vertical lines (he calls them "bar 
lines") appear frequently in the StM-D manuscript, and not all of them have been included in the 
transcription; instead, "full or half bar-lines are given for ease in performance, while retaining the 
main features of the original."88 His transcription of this work uses unstemmed noteheads, with 
occasional use of present-day semibreves to indicate a longer note, usually at the end of a phrase. 
Ligatures are shown by means of slurs. Anderson does not explain his criteria for aligning pitches in 
ligatures that have unequal numbers; it is possible that his alignments are designed to be visually 
evenly spaced in the score and not intended to suggest specific placement of intervals. These 
unequally balanced ligatures are vastly outnumbered in this work by ligatures with the same number 
of notes in each voice or by a single note in the lower voice with a group of notes in the upper 
voice. 
 Cantu miro summa laude appears in Cambridge 17 alongside a number of works found in 
the central Notre Dame sources, hence its inclusion in Anderson's edition. His transcription of 
Cantu miro uses combinations of first and third mode. This creates a significantly different-
sounding work than a version created using a chant-based or undetermined rhythm approach. 
However, Anderson does not consider his transcription to be the only correct approach to this work: 
"[t]he rhythms indicated are merely suggestions, and the performance of each group of notes may 
be as free as one wishes, within the constraints of a coordinated and flowing 2pt texture." He 
describes Fuller's transcription of the StM-D version as "free and logical."89  
                                                
 86 Per partum virginis is in StM-B, f. 150v, StM-CI, f. 4 and StM-CIV, f. 64. Cantu miro 
summa laude is in StM-DI, f. 12v in two voices and in StM-CII, f. 24 in one voice. Verbum patris 
umanatur, discussed in Chapter 4, is in StM-CIV f. 91. (Fuller, "Aquitanian Polyphony," vol. 2, 
442, 450-1, 456). 
 87 For Verbum patris, see Gordon Athol Anderson, Three-Part Conductus in Related 
Sources, Notre Dame and Related Conductus: Opera omnia, vol. 9 (Henryville: The Institute of 
Mediæval Music, 1986), text IV-V, music 16-17. The StM-CIV version of the work has the text 
variant "umanatur." The other two works appear in Gordon Athol Anderson, Two-Part Conductus 
in Related Sources, Notre Dame and Related Conductus: Opera omnia, vol. 10 (Henryville: The 
Institute of Mediæval Music, 1988), text I, XIV, music 3-5, 59-61. 
 88 Anderson, 2pt Conductus: Related Sources 99. 
 89 Anderson, 2pt Conductus: Related Sources 102. 
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 Verbum patris umanatur is also found in Cambridge 17, in a version for three voices. 
Anderson's transcriptions of both the Cambridge 17 version and the StM-CIV version of the work 
are in triple metre, barred in 6/8 although without the use of a time signature. The Cambridge 17 
version has a rhythm based on the crotchet-quaver pattern of first mode, although Anderson 
proposes an alternative rhythm in duple metre. The StM-CIV version is set with an isosyllabic 
rhythm, although like his other two transcriptions of Aquitanian polyphony, Anderson suggests 
"that in performance a more flexible rhythm be adopted than the somewhat rigid values given, 
particularly as in several places … vertical alignment is by no means certain."90 The monophonic 
concordance from the Moosburg Gradual is transcribed in duple metre. Anderson's edition of the 
conductus repertory will be discussed in the following chapter. These conductus transcriptions are 
based on modal rhythm, and it is perhaps significant that Anderson does not consider a modal 




                                                
 90 Anderson, 3pt Conductus: Related Sources 124. 
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Chapter 3 
Rhythm in the Polyphonic Conductus Repertory in the Notre Dame Manuscripts 
 
3.1 Introduction 
 The repertory of polyphonic conductus found in the central Notre Dame manuscripts was 
created during a period of at least sixty years.1 The term "conductus" in these manuscript sources 
encompasses a number of sub-categories that have distinctive characteristics and demonstrate 
changing compositional processes over time.2 Editions of the conductus repertory to date have been 
prepared using methodologies that do not allow for the diversity of the works within the conductus 
genre. It is therefore necessary to review earlier editorial methods and propose alternative methods 
of transcribing some portions of the conductus repertory. As part of this process, my investigation 
will examine two conductus found in the manuscript Florence, Biblioteca Medicea Laurenziana, 
Pluteus 29.1 (henceforth F) that present issues typical of those the transcriber would encounter. 
These works have been chosen because they are datable conductus from the twelfth century: 
"Eclypsim patitur" (f. 322v-323) and "Pange melos lacrimosum" (f. 351-351v).3 The historical and 
stylistic context of these works will be examined to assist in determining the best approach to 
transcribing each piece. Aquitanian polyphonic versus transcription methods, as well as the use of 
unstemmed noteheads in the cum littera sections of applicable conductus, will provide alternative 
approaches for transcribing portions of the abovementioned works. Conductus transcribed using 
these methods allow relationships between portions of the Notre Dame conductus repertory and the 
Aquitanian versus repertory to be more clearly seen. 
 
3.2 Existing Conductus Transcriptions 
 Three significant editions of conductus transcriptions are those of Gordon Anderson, Hans 
Tischler and Janet Knapp. Anderson's ten-volume series contains the entire repertory known at the 
time of publication.4 Tischler's edition includes the complete two-part repertory found in the four 
                                                
 1 Thomas B. Payne, "Datable 'Notre Dame' Conductus: New Historical Observations on 
Style and Technique," Current Musicology 64 (1998): 141-2. Payne suggests that the earliest 
datable polyphonic conductus, Novus miles sequitur, for three voices, was written in 1173 in honour 
of Thomas Beckett, and the latest, written in 1224 to commemorate the battle of La Rochelle, is De 
rupta Rupecula.  
 2 These sub-categories were determined by Thomas Payne ("Datable Conductus" 104-51) 
and will be discussed below.  
 3 The conductus also appear in W1 in the following locations: Eclypsim patitur on f. 101, 
and Pange melos lacrimosum on f. 110-110v. 
 4 Gordon A. Anderson, ed., Notre-Dame and Related Conductus: Opera omnia, 10 vols. 
(Henryville: The Institute of Mediæval Music, 1979-86). 
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central sources.5 Knapp's edition contains thirty-five conductus selected from the two- and three-
part repertories in F.6 All three scholars approach the repertory with modal methodologies that do 
not discriminate between the chronological differences in the works or their inherent musical 
stylistic features, although Tischler does base his approach on a close reading of the features of the 
poetry.7 Thomas B. Payne identifies five different stylistic categories of conductus within the 
repertory, and these will be discussed in more detail shortly. Although I explain that the works in 
Payne's categories require different transcription methodologies depending on their characteristics 
and the period in which they were composed, the editions of Anderson, Tischler and Knapp treat all 
the conductus in the same way. No distinction appears to be made between works with melismas 
and those without, or between works with very simple, brief melismas and those with elaborate 
formal structures that make use of extensive voice exchange and other complex compositional 
devices. 
 There are two key assumptions underpinning these scholars' approaches to conductus 
transcription: first, that the entire conductus repertory was performed using modal rhythm,8 and 
second, that in the cum littera sections, where ligatures are used infrequently, the accents in the 
poetry could be used to determine which particular mode might apply.9 Later discussion will show 
the limitations of these approaches. One further method employed by Anderson is the use of 
manuscripts written in mensural notation to determine the rhythm of earlier conductus.10 More 
recent research has called into question the validity of such approaches to the transcription of the 
                                                
 5 Hans Tischler, The Earliest Polyphonic Art Music: The 150 Two-Part Conductus in the 
Notre Dame Manuscripts (Ottawa: The Institute of Mediæval Music, 2005).  
 6 Janet Knapp, ed., 35 Conductus for Two and Three Voices  (Yale: Department of Music 
Graduate School, 1965). 
 7 In addition to explaining this in his edition, Tischler sets forth his poetry-based 
transcription methodology in his discussion of Anderson's transcriptions in "Gordon Athol 
Anderson's Conductus Edition and the Rhythm of Conductus," Gordon Athol Anderson (1929-
1981): In Memoriam von seinen Studenten, Freunden und Kollegen, ed. Irving Godt and Hans 
Tischler, vol. 2 (Henryville: The Institute of Mediæval Music, 1984) 561-573. 
 8 See particularly Anderson's two articles, "Mode and Change of Mode in Notre Dame 
Conductus," Acta Musicologica 11.2-3 (1968): 92-114, and "Thirteenth-Century Conductus: Obiter 
Dicta," Musical Quarterly 58.3 (1972): 355, where he explains that "a flexible modal interpretation 
is most appropriate for Notre Dame conductus." 
 9 See Janet Knapp, "Musical Declamation and Poetic Rhythm in an Early Layer of Notre 
Dame Conductus," Journal of the American Musicological Society, 32.3, 383-407, where the issue 
is discussed at length; see also Christopher Page's discussion of Knapp's article in Latin Poetry and 
Conductus Rhythm (London: Royal Musical Association, 1997) 11-2. 
 10 See Gordon A. Anderson, "The Rhythm of cum littera Sections of Polyphonic Conductus 
in Mensural Sources," Journal of the American Musicological Society 26.2 (1973): 293, 301. 
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repertory,11 necessitating new transcription methodologies that take into account the historical 
background and stylistic features of each work in the repertory.  
 
3.3 Payne's Categories of Conductus  
 Payne's examination of datable conductus builds on other scholars' attempts to assign dates 
to particular works in the genre based on events and historical figures described in the texts.12 
Payne's investigations into the datable conductus repertory's musical design uncovered specific 
characteristics held in common by conductus composed around the same time, enabling him to 
divide the datable repertory into five groups: the polyphonic cantio group, the earliest layer group, 
the earliest conductus with caudae, the classic Notre Dame conductus style group and the 
thirteenth-century group. These categories require specific approaches to transcription if the 
characteristics of each style are to be conveyed. An understanding of the individual characteristics 
of the works in Payne's categories is central to their treatment in the following discussion. Payne's 
explanations of each of these groups will therefore be examined in turn. 
 Payne's first category is the polyphonic cantio group, an example of which is Ver pacis 
aperit, written in 1179. This work is examined in more detail in Chapter 4 below. Although 
"cantio" is a broad term that encompasses many kinds of medieval song, Payne's use of the term 
refers specifically to works in the form AAB.13 Ver pacis aperit is a trouvère contrafact without 
melismas, and Payne suggests that this is one of the earliest styles of conductus because later works 
seem to focus more on melismatic writing. Payne has found only one datable conductus in this style 
written after 1200: De rupta Rupecula, written in 1224.14 
 The next style is what Payne calls the "earliest layer" of conductus writing. These works are 
similar to the polyphonic cantio group but are not in cantio form. They do not have melismas, 
unlike all of the datable conductus written after those in this category. They may have regular 
strophic texts, such as Novus miles sequitur, written in 1173, and In occasu syderis, written in 1183. 
Payne notes that two significant features of these early layer conductus are the syllabic style of 
                                                
 11 See in particular [Christopher] Page 8-13 and Ernest Sanders, "Conductus and Modal 
Rhythm," Journal of the American Musicological Society, 38.3 (1985): 449-453, 461-6. 
 12 See, among others, Leo Schrade, "Political Compositions in French Music of the 12th and 
13th Centuries: The Coronation of French Kings," Annales Musicologiques 1 (1953): 9-63 and 
Ernest Sanders, "Style and Technique in Datable Notre Dame Conductus," Gordon Athol Anderson 
(1921-1981): In Memoriam von seinen Studenten, Freunden und Kollegen, ed. Irving Godt and 
Hans Tischler, vol. 2, Musicological Studies 39 (Henryville: The Institute of Mediæval Music, 
1985) 505-30. 
 13 Payne, "Datable Conductus" 120. 
 14 Payne, "Datable Conductus" 130. 
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declamation and the lack of caudae.15 Other works examined in Chapter 4 below belong in this 
group. 
 The third conductus category is the early conductus with caudae. Payne describes the text 
setting of works in this style as "much more ornate." This is also the first group chronologically to 
contain caudae. Payne considers that there is a direct link between these works and the works of the 
Aquitanian and Calixtine repertories: he points out that in the conductus Eclypsim patitur, written in 
1183, the "two vocal parts frequently match varying aggregates of ligated pitches that are often 
ambiguous with regard to their harmonic simultaneity and rhythmic execution, if any such 
specificity is indeed intended." Furthermore, Payne observes, this style makes use of "synchronicity 
and mirror-image counterpoint" – features of the Aquitanian polyphonic style.16 
 The fourth category Payne describes as classic Notre Dame conductus style. All datable 
conductus from the time of Redit etas aurea onwards (1189 or possibly 1194) have caudae, and the 
cum littera and sine littera sections in the classic style function more independently of each other 
than do the sine littera and cum littera sections of the earlier conductus with caudae. Unlike the 
conductus in the third category, the parts are more closely balanced and it is easy to see the way that 
they fit together.17 Redit etas aurea, says Payne, contains "seemingly new formal awareness in its 
reliance on clearly articulated repetitive structures in each of its two voices" but there is "no 
significant rhythmic interplay among the phrases."18 
 The conductus Anni favor iubilei of 1208 is an example of Payne's fifth style: thirteenth-
century style, dating from the turn of the thirteenth century and later. This style of writing includes 
dovetailing of voices, "motivic interrelationships among the voices, voice exchange, and 
occasionally canon."19  
 The present investigation will discuss alternative transcription approaches for the early 
conductus with cauda and the classic conductus. These two groups of conductus contain works that 
are characterised by sharply contrasting texted and untexted sections. The brevity of the present 
discussion precludes a close examination of the characteristics of works in the thirteenth-century 
style; however, future investigation in this area is necessary in order to determine how closely 
conductus in this category resemble the modal transcriptions of Anderson, Tischler, Knapp and 
others. The polyphonic cantio group and earliest layer conductus group are transcribed in the 
                                                
 15 Payne, "Datable Conductus" 131. Note that when the term "early conductus" is used in the 
present study, it refers to works that have characteristics that suggest that they were composed in 
the twelfth century rather than the thirteenth. This includes conductus in all of Payne's categories 
except for the thirteenth-century style conductus.  
 16 Payne, "Datable Conductus" 131-2, 134. 
 17 Payne, "Datable Conductus" 134. 
 18 Payne, "Datable Conductus" 135. 
 19 Payne, "Datable Conductus" 136-7. 
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present study using the same techniques applied to transcribe the texted sections of the classic 
conductus.  
 
3.4 Transcribing the Early Conductus with Caudae 
 The conductus Eclypsim patitur, written in 1183 on the occasion of the death of Henry the 
Young King, the son of and co-ruler with Henry II, is in a style that Payne associates with the 
polyphony of the Aquitanian versus repertory.20 Although the theme of the work – mourning the 
passing of a temporal leader – is not one associated with the devotional, particularly Marian, texts 
of many of the known collection of Aquitanian versus, the style of the work contains characteristics 
that are also found in the Aquitanian polyphonic repertory. Payne identifies in this conductus both 
"mirror-image counterpoint" and groups of ligatures that contain different numbers of notes that fit 
together in a way that is unclear.21 Similar features may be observed throughout the Aquitanian 
versus repertory. In particular, the text setting, size and correspondence of ligatures, and the way in 
which melismas are used in the polyphonic versus Vellus rore celesti maduit and Veri solis radius, 
and the Benedicamus Domino versus Omnis curet homo, correspond closely to these features in 
Eclypsim patitur.22  
 It is perhaps also significant that Henry the Younger's mother was Eleanor of Aquitaine, and 
that his death took place at Martel, near Limoges. It would not be surprising for a conductus 
composed there to be created in the Aquitanian polyphonic versus style. The manuscripts containing 
the central Aquitanian repertory were copied, according to Sarah Fuller, between approximately 
1100 and the second half of the twelfth century,23 and such a polyphonic style may well have been 
favoured around the time that the youngest manuscript, StM-D, was copied. 
                                                
 20 Payne, "Datable Conductus" 134. 
 21 Payne, "Datable Conductus" 131-2, 134. 
 22 These three versus may be found in the following manuscripts: Vellus rore celesti maduit 
is in the manuscript Paris, Bibliothèque National fonds latin 3719, known as StM-C; the facsimile 
edition was published as Paris Bibliothèque Nationale, Fonds Latin 3719, ed. Bryan Gillingham 
(Ottawa: The Institute of Mediæval Music, 1987). Vellus rore may be found in two places in the 
manuscript: layer C-I, f. 15v and layer C-IV, f. 78v. It is also in the manuscript London, British 
Museum, Add. 36881, known as StM-D, and published with StM-B as Paris B. N., Fonds Latin 
3549 and London, B. L., Add. 36,881, ed. Bryan Gillingham (Ottawa: The Institue of Mediæval 
Music, 1987). The work is in layer D-I, f. 9v. Veri solis radius is contained in StM-C, layer C-IV, f. 
54, and layer C-I, f. 16v; it is also in StM-D, layer D-I f. 5v and in the manuscript Paris, 
Bibliothèque National fonds latin 3549 (StM-B), f. 149. Polyphonic versions of Omnis curet homo 
are found in StM-B f. 154, StM-C layer C-IV f. 79v, and StM-D, layer D-I f. 2v.  
 23 Sarah Ann Fuller, "Aquitanian Polyphony of the Eleventh and Twelfth Centuries," 3 vols, 
diss., University of California, Berkeley, 1969, vol.1, 51. Fuller suggests a later copying date for 
StM-D than she had earlier suggested in her dissertation in her later article "The Myth of 'Saint 
Martial' Polyphony: A Study of the Sources," Musica Disciplina 33 (1979): 20. 
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 The transcription of such a work therefore needs to take into account Aquitanian polyphonic 
transcription procedures, as well as those traditionally associated with the Notre Dame repertory, 
such as modal rhythm and its direct antecedents. Anderson's transcription of Eclypsim patitur, from 
the version in W1, f. 110, is, like his other transcriptions, in bars of 6/8 (although without a time 
signature) and appears to be in a modified second mode.24 There are thirty-nine two-note ligatures 
in the work, and some of these have been transcribed as breve-long, but many others cannot fit this 
pattern, for example at bar twenty-one, on the syllable "-tan-" (see Examples 3.1 and 3.2 below), 
where a group of three two-note ligatures and the note before have been reduced to a seven-note 
group of semiquavers, including two plicae. Another group of seven semiquavers, at bar thirteen on 
the syllable "Ra-" (see Examples 3.3 and 3.4 below), is created from a three-note ligature followed 
by a four-note ligature: although they have an entirely different form of notation, in this 
transcription the two seven-note groups would sound rhythmically identical.  
 
 
Example 3.1. Eclypsim patitur, phrase 8 in W1 (f. 110).25 
 
 
Example 3.2. Eclypsim patitur, phrase 8, seven-note group of semiquavers (transcription after 
Anderson, 2pt Conductus: Central Sources 14).  
                                                
 24 Gordon Athol Anderson, 2pt Conductus in the Central Sources, Notre Dame and Related 
Conductus: Opera omnia, vol. 4 (Henryville: The Institute of Mediæval Music, 1986) 13-4. 
 25 Examples from W1 are taken from the facsimile An Old St. Andrews Music Book, ed. J. 
H. Baxter (New York: AMS Press, 1973). 
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Example 3.3. Eclypsim patitur, phrase 5 in W1 (f. 110). 
 
 
Example 3.4. Eclypsim patitur, phrase 5. A different ligature grouping transcribed as seven 
semiquavers (transcription after Anderson, 2pt Conductus: Central Sources 14).  
 
 Ernest Sanders also transcribed the opening brief melisma of Eclypsim patitur (see Example 
3.5 from F and Sanders's transcription in Example 3.6 below) and its final cauda in an investigation 
into datable conductus. Sanders's transcription of the brief melisma on the opening syllable "E" 
differs significantly from Anderson's (see Example 3.7 below), suggesting that the notation is 






                                                
 26 Sanders, "Style and Technique" 505. 
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Example 3.5. Eclypsim patitur in F (f. 322v),27 opening. 
 
 
Example 3.6. Eclypsim patitur, opening (transcription after Sanders, "Style and Technique" 505).  
 
 
Example 3.7. Eclypsim patitur, opening (transcription after Anderson, 2pt Conductus: Central 
Sources 13).  
 
 The only places where modal rhythm seems to be not only possible but also unambiguous 
are in the caudae over the syllables "Mors" (Anderson's bars 28-32) and "-ce-" (Anderson's bars 40-
54). The ligature groupings of 1+3+3 are only interrupted for repeated notes or possible rests at the 
                                                
 27 All examples from F are from the facsimile Firenze, Biblioteca Mediceo-Laurenziana, 
Pluteo 29,1, ed. Luther Dittmer, 2 vols (New York: The Institute of Mediæval Music, 1966-7). 
Examples are from vol. 2. 
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ends of phrases. Sanders does not transcribe the cauda in the same way as Anderson.28 Sanders 
follows a dotted crotchet with a crotchet and then a quaver, a pattern he calls "alternate third mode," 
which differs from the standard third-mode pattern of a dotted crotchet followed by a quaver and 
then a crotchet, which Anderson has used to transcribe both the caudae.29 It would seem that there 
are two very different systems of rhythmic and stylistic notation present in this work: a pair of 
modal caudae joined with cum littera sections that do not fit easily into any modal reading.  
 A hybrid such as this raises some interesting questions. Many decades elapsed between the 
composition of Eclypsim patitur and the copying of F and W1. Were the work's originally 
Aquitanian caudae updated to make the longer untexted sections easier to sing during this time? 
Was it more fashionable for such early works to have their caudae updated during these decades? 
And how long would a song relating to a particular event, that is, the death of a king, continue to be 
sung? To address these questions, we may begin by turning to Mark Everist's investigation of the 
works found in the Metz Fragment.30 Here Everist uncovered a practice of updating conductus in 
the second half of the thirteenth century. The techniques used included transmitting the works 
monophonically rather than polyphonically and "imparting a notational precision to those parts of 
the conductus that, in the notation of their earliest sources, remained imprecise."31 It would seem 
that that the updating of the conductus repertory did not begin in the mid-thirteenth century, but 
rather at a time before the scribes began to copy the works into W1 and F.32  
 Another conductus written in the twelfth century that may well have been updated in the 
thirteenth is Novus miles sequitur. The conductus is believed to have been written to commemorate 
the death of St Thomas of Canterbury, in 1173, but Payne points out that it is the only datable 
                                                
 28 See Sanders, "Style and Technique" 506. 
 29 See Ernest H. Sanders, "Duple Rhythm and Alternate Third Mode in the 13th Century," 
Journal of the American Musicological Society 15.3 (1962): 280-285 for a discussion on the use of 
this alternative mode in the time of Leonin and Perotin. 
 30 Mark Everist, "Reception and Recomposition in the Polyphonic Conductus cum caudis: 
The Metz Fragment," Journal of the Royal Musical Association 152.2 (2000): 135-163. 
 31 Everist, "Metz Fragment" 138. 
 32 Edward Roesner also observes that "[w]hen viewed in terms of the development of 
mensural notation, the modal script used throughout F was at least a quarter of a century out of date 
by the time the manuscript was copied. But there is no reason to assume that an older system would 
not have co-existed alongside newer ones for a number of decades, especially when the repertory 
being copied had been conceived in that older system (and especially when the manuscript was not 
intended for use in actual performance, as F most likely was not)." See Roesner, Antiphonarium seu 
Magnus liber organi de gradali et antiphonario: Color Microfiche Edition of the Manuscript 
Firenze, Biblioteca Medicea Laurenziana, Pluteus 29.1: Introduction to the 'Notre-Dame 
Manuscript F (Munich: Edition Helga Legenfelder, 1996) 20-21. Perhaps F contains a number of 
works orignally written using different rhythmic approaches, and these works were updated into 
modal rhythm as it became more widely used. 
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conductus written in three parts before 1198.33 Sanders also states that it is too early a date for a 
three-part conductus, and moreover that the work is in two parts in two of the extant sources, and 
only in three parts in one source. This, he suggests, may be because the triplum was added at a later 
date.34 St Thomas Becket's remains were transferred to a shrine in 1220,35 which may have provided 
an occasion for the conductus to be updated.  
 Transcribing the cum littera part of Eclypsim patitur in a style that remains faithful to its 
beginnings as an Aquitanian polyphonic song requires consideration of a system of transcription 
that is appropriate for transcribing the Aquitanian versus repertory. Many scholars have proposed 
different ways of transcribing the repertory, discussed in detail in the previous chapter. Editions in 
which the editor has chosen to transcribe the music without adding in rhythmic information not 
conveyed in the notation of the original manuscript are the most useful for the present investigation. 
Those Notre Dame conductus that are written in the early conductus with caudae style also require 
a similar approach to those portions of the works that are not untexted and clearly written in 
thirteenth-century rhythmic notation: they are transcribed here with unstemmed noteheads in the 
cum littera sections, and modal rhythm in the sine littera sections. 
 
3.4.1 Eclypsim patitur: Transcription Notes 
The text setting and musical style of Eclypsim patitur, as well as the historical context of the 
creation of this work, confirm that a transcription in unmeasured noteheads, with an allowance for 
flexibility on the part of the performers to determine the rhythm and alignment of intervals of the 
cum littera sections, is an appropriate way to document this part of the hybrid conductus. The sine 
littera sections do not fit together clearly at all unless one applies modal rhythm to them. Using 
modal rhythm, they resolve themselves unambiguously. The sine littera sections of Example 3.8 are 
very similar to those of Anderson.36 
 
                                                
 33 Payne, "Datable Conductus" 141-2. 
 34 Sanders, "Style and Technique" 518-20. 
 35 John Butler, The Quest for Becket's Bones: The Mystery of the Relics of St Thomas Becket 
of Canterbury (New Haven and London: Yale University Press, 1995) 20. 






Example 3.8. Eclypsim patitur transcribed using Aquitanian versus transcription techniques and 
modal rhythm transcription techniques. 
 
 My transcription of Eclypsim patitur (Example 3.8 above), from F f. 322v-323, uses 
Aquitanian transcription techniques such as those used by Rachel Golden Carlson in her 
transcriptions of the Marian polyphonic versus repertory37 for the cum littera sections and modal 
conductus transcription techniques (following Anderson, Sanders, Tischler, Knapp, and many 
                                                
 37 Rachel Golden Carlson, "Devotion to the Virgin Mary in Twelfth-Century Aquitanian 
Versus," diss., University of North Carolina, Chapel Hill, 2000. Carlson's transcription 
methodology is discussed in Chapter 2 of the present study. 
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others) for the two sine littera sections. Bar lines are not used in my transcriptions. Instead, the 
dividing lines that occur in the manuscript are reproduced diplomatically. The use of a line shorter 
than a bar line creates the division without imposing the idea of a regular series of beats or bars. 
These lines mark out the phrases of the music. The use of these vertical lines, and the way their 
meaning changed during the twelfth century, will be discussed in the following chapters. 
 In my transcription, when plicae are written in sections that contain unstemmed noteheads, 
the conventional slash through the stem of a crotchet or quaver is not possible. Under those 
circumstances, a flattened notehead replaces the note with the slash. This note is joined by a slur to 
the note to which it is attached in the manuscript.38 Currentes are marked with a slur. All ligatures 
are marked with a square bracket. Note forms in the manuscript that may convey rhythmic 
information, such as elongated noteheads, have been copied above the score. 
 Some groups of notes could not be written in ligature by the original notator because they 
are repeated on the same pitch. The context of these notes strongly suggests that if they were set to 
more than one pitch, they would be joined in ligature. Several examples of this occur in both voices 
in phrase 17 of Ecypsim patitur. The lower voice contains the repeated note a',39 and therefore 
cannot be written as a standard three-note ligature in the third mode. However, the context shows 
that both voices sing the same rhythm at this point. A similar situation occurs in the upper voice a 
fourth lower in phrase 17b. I have added dotted lines to complete the partial ligatures of the original 
notation where they occur.  
 The texted sections in Eclypsim patitur allow the performers flexibility of interpretation: 
little is known about the performance practice of the Aquitanian versus repertory or likewise about 
conductus in Aquitanian versus style. A transcription that does not have rhythmic indications added 
to the score allows present-day performers to experiment with their own rhythmic ideas, 
incorporating patterns of consonance and dissonance as well as the phrasing of the text and its 
meaning when determining the flow of the music. The sine littera sections, written as they so 
clearly are in modal notation, are more proscriptive for performers, and provide a sharp contrast 
with the Aquitanian-style texted section. My transcription allows the two contrasting sections to be 




                                                
 38 Tischler discusses the meaning of the plica and its notation in "Ligatures, Plicae and 
Vertical Bars in Premensural Notation," Revue belge de Musicologie/Belgisch Tijdschrift voor 
Muziekwetenschap, 11.3/4 (1957): 84-90, especially 88.  
 39 Letter names indicate pitches using the standard system. From lowest to highest, pitches 
are denoted: C-B, c-b, c' (middle c)-b', c''-b''. 
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3.5 Principles of Transcription for Classic Conductus 
 The sine littera and cum littera sections of the classic-style conductus require different 
transcription approaches.  Following a discussion of transcription methodologies appropriate to 
these different sections, the transcription of the cum littera section of the classic conductus Pange 
melos lacrimosum will be examined and compared with an existing conductus transcription.  
 
3.5.1 Transcribing the sine littera Sections of Classic Conductus 
 Margot Fassler states that the textless organum and discant genres were the first to develop a 
kind of rhythmic framework that would later develop into the rhythmic modes, and that the sense of 
rhythm in these works comes, in the absence of a text, from patterns of consonance and dissonance 
which propel the music forward.40  The textless melismas of the classic conductus repertory can 
also be considered as part of this category. The rhythm of these sections was codified in the pre-
modal system described in the anonymous Discantus positio vulgaris (henceforth Dpv). Both 
Knapp and Page provide a translation for the relevant section of this short treatise.41 Although this 
treatise is included as part of Hieronymus of Moravia's longer Tractatus de musica, it was written 
between 1230 and 1240, meaning that it pre-dates the other theoretical sources.42 Its creation also 
predates or coincides with the copying of the major sources of Notre Dame polyphony: F in 1248 
(and likely slightly before), W1 around 1240, W2 between 1240 and 1260, and Ma in the middle or 
third quarter of the century.43  The Dpv does not discuss the full codification of the modal system of 
rhythm, unlike the other thirteenth-century treatises that follow it from 1240 onwards, including 
those of Garlandia, Lambertus, the St. Emmeram Anonymous, Franco, the English Anonymous and 
the rest of Hieronymus of Moravia's Tractatus de musica.44 
 Sanders points out that the English Anonymous also mentions these older rules governing 
rhythm, and associates them with Leonin and Perotin, suggesting that the rules of the Dpv were in 
                                                
 40 Margot E. Fassler, "Accent, Meter, and Rhythm in Medieval Treatises 'De rithmis'," The 
Journal of Musicology 5.2 (1987): 188-9. 
 41 Janet Knapp, "Two xiii Century Treatises on Modal Rhythm and the Discant: Discantus 
positio vulgaris, De musica libellus (Anonymous VII)," Journal of Music Theory 6.2 (1962): 203; 
[Christopher] Page 60. 
 42 Knapp, "Two Treatises" 202. 
 43 See Chapter 1 for the dating and provenance of the Notre Dame manuscripts. 
 40 See David Hiley and Thomas B. Payne, "Notation, §III, 2: Polyphony and Secular 
Monophony to c. 1260, (iii) The System of Modal Rhythm," Grove Music Online, 
<http://oxfordmusiconline.com>, most recent access 1 May 2015, for the dating of the thirteenth-
century treatises; see Ernest Sanders, "Conductus and Modal Rhythm," Journal of the American 
Musicological Society 38.3 (1985): 439-453 for a discussion of all references to the conductus in the 
writings of the theorists from the Dpv onwards. 
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use "as far back as the last quarter of the twelfth century."45 This time period overlaps with the one 
during which the classic conductus repertory was being created. 
 The anonymous author of the Dpv describes the way in which ligatures are used in pre-
modal notation to convey the relative duration of the music:46 
A ligature is the binding together of several successive notes – something which cannot 
be effected with notes of the same pitch. Two, three and four notes may be bound 
together. Concerning these the following rules are provided. Whenever two notes are 
bound in discant, the first is a breve and the second is a long unless the first is larger than 
the second, as here [the example is a binaria with first note visibly longer than the 
second]. When three notes are bound following a rest, the first is a long, the second is a 
breve, and the third is a long. If the three notes follow a long, the first two are breves and 
the second is a long. The last of these notes is extra long if, in turn, it is followed by a 
long. If four notes are bound, all of them are short. If, however, there are more than four 
notes, they are not, as it were, subject to rule, but are executed at pleasure. These are 
associated particularly with organum and conductus.47 
 
 Sanders considers that the modal system was codified around 1210, and that the pre-modal 
system of the Dpv was used before this time. He points out that this is the same system mentioned 
in the treatise of the English Anonymous: an older system that is not the same as the system that 
was discussed by the theorists of a later time.48 The English Anonymous writes:49 
These rules are used in very many books of the antiqui, from the time of Perotin the 
Great, and in his own time, but they did not know how to explain them or certain other 
things mentioned below, and similarly from the time of Leo for his part, since then they 
used to put two notes in ligature for a breve and a long, and in a similar fashion three 
                                                
 45 Sanders, "Conductus and Modal Rhythm" 449-50. 
 46 In Knapp, "Two Treatises" 203. 
 47 Original text in Simon Cserba, ed., Hieronymus de Moravia OP: Tractus de musica, 
Freiburger Studien zur Musikwissenschaft, no. 2 (Regensburg: Pustet, 1935) 190: "Ligatura est 
pluriam notarum invicem conjunctarum ligatio, quae quidem in unisono fieri non debet. Ligantur 
enim notae duae et duae, tres et quatuor, de quibus talis datur regula: Quandocumque duae notae 
ligantur in discantu, prima est brevis, secunda longa, nisi prima grossior sit secunda, ut hic ... 
quando autem tres, si pausa praecedit, prima est longa, secunda brevis tertia longa; si nota longa 
praecedit, primae duae sunt breves, tertia longa. Quam si nota longa sequitur, tertia erit longior 
longa. Si vero quatuor ligate fuerint, omnes sunt breves. Quodsi plures quam quatuor fuerint, tunc 
quasi regulis non subjacent, sed ad placitum proferuntur. Quae etiam ad organum et conductum 
pertinent singulariter." 
 48 Sanders, "Conductus and Modal Rhythm" 449-50. 
 49 In Jeremy Yudkin, "Notre Dame Theory: A Study of Terminology, Including a New 
Translation of the Music Treatise of Anonymous IV," diss., Stanford University, 1982, 170-2. 
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notes in ligature in very many places for long breve long, etc.... This was done in a 
similar fashion, etc., just as Petrus the best notator and Iohannes called the First, along 
with certain others, for the most part used to notate, up to the time of Master Franco the 
first, and the other Master Franco of Cologne, who for their part began to notate 
differently in their books. And for this reason they handed down other rules of their own, 
appropriate to their books.50  
 
 Since the work of these earlier composers forms the basis of the present investigation, the 
rules of the Dpv may provide a basis for the transcription of the sine littera sections of the earlier 
conductus. However, the Dpv rules cover only a limited number of rhythmic possibilities and 
permutations, and the notation of these conductus in F fits so clearly into the rules of modal rhythm 
that it is not possible to determine any use of a premodal rhythmic system in these conductus. 
 While the rules of the Dpv concerning ligatures are very helpful in determining the value of 
notes joined in such a way, they do not describe every possible rhythmic configuration that appears 
in the caudae of these twelfth-century conductus as they are notated in F. There are several reasons 
for this. First of all, as van der Werf observes, composers and performers did not create works to fit 
with the rules of the theorists.51 Rather, theorists observed many different musical works and 
distilled the elements these works had in common into the rules they wrote down. Second, the Dpv 
is the oldest known codification of rhythmic practice that describes notes bound in ligature. It is 
much shorter than later treatises that expand on the information given in the Dpv. These elaborate 
on the use of the modes and ways in which the modes might be adapted and varied depending on 
the notational requirements of works that did not fit within the standard modal framework. The Dpv 
does not explain how to adapt the notation to unusual circumstances (aside from a brief portion 
towards the end concerning the application of modal rhythm to motets). Third, it would appear that 
the ligatures and rules in the Dpv alone do not take into account rhythmic information conveyed in 
                                                
 50 Original text in Fritz Reckow, ed. Der Musiktraktat des Anonymus 4, 2 vols., Beihefte 
zum Archiv für Musikwissenschaft, nos. 4-5, vol. 1 (Wiesbadenbaden: Steiner, 1967) 46-48: "Istae 
regulae utuntur in pluribus libris antiquorum, et hoc a tempore et in suo tempore Perotini Magni, 
sed nesciebant narrare ipsas cum quibusdam aliis postpositis, et similiter a tempore Leonis pro 
parte, quoniam duae ligatae tunc temporis pro brevi longa ponebantur, et tres ligate simili modo in 
pluribus locis pro longa brevi longa et cetera ... 
"Simili modo et cetera, prout Petrus notator optimus et Iohannes dictus Primarius cum quibusdam 
aliis in maiori parte <notabant> usque in tempus magistri Franconis primi et alterius magistri 
Franconis de Colonia, qui inceperant in suis libris aliter pro parte notare. Qua de causa alias regulas 
proprias suis libris apropriatas tradiderunt." 
 51 Hendrik van der Werf, The Oldest Extant Part Music and the Origin of Western 
Polyphony, 2 vols. (Rochester, New York: Hendrik van der Werf, 1993) vol. 1, 141. 
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other ways, such as the special note forms pointed out by Page,52 which show notes that are to be 
held for a longer duration than usual. Only the binaria with the extended first note is mentioned 
directly in the Dpv. Taken together, these three observations show that the rules of the Dpv alone 
are insufficient when determining the rhythm of a conductus cauda. In the absence of earlier 
manuscripts that show a developing use of the modes that would be more in line with the rules of 
the Dpv, it is necessary to transcribe the caudae of the conductus in F using the fully-developed rues 
of modal rhythm rather than those of the Dpv. 
  
3.5.2 Transcribing the cum littera Sections of Classic Conductus 
 The rhythm of the sections of conductus cum littera has been the subject of significant 
investigation in recent decades. Although the methodologies of Anderson, Tischler and Knapp are 
based on a modal interpretation of the cum littera sections of the entire conductus repertory, more 
recent investigations into the likelihood of the use of modal rhythm in the cum littera sections of 
classic conductus have shown that the notation itself, the writings of the theorists, and features of 
the rhythmic poems used as conductus texts all point away from the use of modal rhythm. The 
notation of the cum littera sections cannot convey the same information as that of the sine littera 
sections: the addition of a text requires each syllable to be set separately, and ligatures therefore 
only apply to syllables of more than one note. This means that the rules of the Dpv that govern the 
proportions of ligated notes cannot be applied. There are a few note forms that may offer clues 
about the duration of certain notes in the cum littera sections, such as a breve followed by a long, or 
a binaria with the lower notehead lengthened, but these are too infrequent to be useful in 
determining the rhythm of the cum littera sections in their entirety. Where these special note forms 
appear in my transcriptions of these works, they have been, like the special note forms in the sine 
littera sections, recorded on my transcriptions above the corresponding notes. 
 Ernest Sanders's comprehensive examination of the writings of the theorists concerning 
conductus reveals that the stages in the development and codification of the rhythmic modes 
occurred during the many decades in which conductus were being composed, and that the modes 
are linked in the theorists' writings to motets, clausulae and discant. Johannes de Garlandia's 
examples of modal notation, Sanders reminds us, include a conductus cauda, but not the cum littera 
section of a conductus; modal rhythm therefore is applicable only to caudae, and not to the texted 
sections of conductus. Furthermore, there is no practical relationship posited by the theorists 
between rhythmic poetry and rhythmic modes.53 Sanders also states that the caudae obscure the 
accents of the texts, so that the expected modal-style alternation caused by the repetition in the 
                                                
 52 Page 58. 
 53 Sanders, "Conductus and Modal Rhythm" 449-453. 
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verse scheme does not seem to be mirrored in the music, but the text is instead embellished with 
"indiscriminate luxury."54 Perhaps this refers most obviously to the thirteenth-century style 
conductus. 
 Christopher Page presents three alternative transcriptions of the opening of the conductus 
Novus miles sequitur before he goes on to discuss the difficulties associated with more rhythmically 
complex conductus such as the "flamboyant" Fraude ceca desolato, describing the style of Novus 
miles sequitur as "simple and syllabic." The conductus in the classic group have cum littera sections 
that are similar in style to Novus miles sequitur. Page's three suggested ways of transcribing the cum 
littera sections of Novus miles sequitur are in an isosyllabic style with a triple beat division, in an 
isosyllabic style with a duple beat division, and in "quasi-modal rhythm."55 The third way seems to 
me to be the least likely of the approaches, because of the absence of modal rhythm in the cum 
littera sections of conductus discussed above by Sanders, and because, as Page himself explains a 
few pages later in his monograph, the much-used modal theory of the twentieth century has been 
rendered implausible by more recent research.   
 The modal transcription of the sine littera section of Pange melos lacrimosum, discussed 
shortly, falls easily into triple pulse groups. For this reason, the isosyllabic transcription method 
seems valid for transcribing the cum littera sections of classic conductus. This transcription method 
allows for both duple and triple beat subdivisions, depending on which seems more likely to 
transcribers and performers, since the isosyllabic method with triple beat subdivision would also be 
a valid way to transcribe the cum littera sections of the classic repertory. Moreover, we have no 
way of knowing whether or not a change in beat subdivision might be a feature of some works, 
along with the change from untexted to texted at the point where sine littera becomes cum littera. 
 Several approaches are therefore possible, and perhaps also desirable. To enable this variety 
of approaches to be considered by performers, the cum littera sections of the classic conductus are 
transcribed using unstemmed noteheads, following Mark Everist, in an approach that Page calls 
"rhythmically neutral."56 Everist uses this approach when he transcribes an example of the cum 
littera portion of the conductus Ego reus confiteor as it appears in both F and the Metz Fragment.57 
The F version is transcribed in unstemmed noteheads, in contrast with the Metz version, which is 
transcribed using the rhythm that is clearly notated in the source. This notation includes different 
note forms for different lengths of notes, different lengths of rests, and ligatures clearly designed to 
carry rhythmic information, not just the joining of pitches sung to the same syllable.58  
                                                
 54 Sanders, "Conductus and Modal Rhythm" 461-6. 
 55 [Christopher] Page 7-8. 
 56 Everist, "Metz Fragment" 135-163; Page 14. 
 57 Metz, Bibliothèque de la Ville, Rèserve Prècieux, Ms 732bis/20. 
 58 Everist, "Metz Fragment" 144-5, 149. 
 83 
 In the same way that performers of conductus in the Aquitanian style would rehearse their 
conductus in order to determine the combinations of consonance and dissonance that they prefer, so 
performers of conductus in the classic style would determine which rhythmic approach they believe 
sounds best with the sine littera sections of the conductus: duple or triple beat division or perhaps 
an approach that is yet more flexible. A specific example of this approach will be discussed in the 
following transcription notes of the classic conductus Pange melos lacrimosum. 
 
3.5.3 Pange melos lacrimosum: Transcription Notes 
 The datable conductus Pange melos lacrimosum was written in 1190 on the death of 
Frederick Barbarossa.59 My transcription of the modal cauda is discussed in Chapter 6 and my 
transcription of the entire work may be found in Appendix B.3.  
 Anderson's transcriptions of the cum littera section of Pange melos lacrimosum,60 are based 
on the version in W1, which differs considerably in pitch from the transcription offered in the 
present study, and the F version, which is also the basis for the transcription offered here. He 
describes the F version as an "alternative musical setting."61 There are enough similarities between 
the two versions, however, to see that they are variants of the same conductus. It is impossible to 
say which version might be the older (or "original") of the two.62 The text setting, however, is 
identical in style, and therefore does not demonstrate any difference in the way that the two works' 
cum littera sections were notated.  
 Anderson uses a long-short pattern to transcribe the syllables that contain two pitches, 
perhaps because of his use of first mode in transcribing the cauda (see Example 3.13). While there 
is only one two-note ligature in the W1 version, there are four in the F version, and all of these are 
transcribed as long-short. The use of bar lines appears to call for a different interpretation of the 
ligatures in the cum littera and sine littera sections, since the accented notes in 6/8 meter fall into a 
                                                
 59 In F, f. 351-351v, also in W1, f. 110-110v in the central manuscripts. See Payne, "Datable 
Conductus" 141-3 for a list of all Notre Dame-style works that can be securely dated, and those 
whose previous dating has been rejected. See Chapter 5 for more information about Pange melos 
lacrimosum. 
 60 Anderson, 2pt Conductus: Central Sources 26-7. 
 61 Anderson, 2pt Conductus: Central Sources 94. 
 62 See Gordon Anderson, "Nove geniture: Three Variant Polyphonic Settings of a Notre-
Dame Conductus," Studies in Music 9 (1975): 10, 14. Anderson states that when there are multiple 
versions of a work, we ought not to try to reconstruct a hypothetical original version. He also makes 
the following observations about the two different versions of Pange melos lacrimosum: "The 
tenors of the two central Notre-Dame sources, W1 and F are identical and the dupla, although they 
diverge considerably in places, are near enough to state that one is based on the other. The end-
melismas are identical. Which is earlier is impossible to say, just as it is impossible to determine 
which is correct for about six bars in the central portion where the tenor melodies are a 3rd apart in 
pitch" (14).  
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pattern of first mode if the ligatures are read short-long. The position of the bar lines in the cum 
littera section calls for the opposite reading, long-short, in order to keep a first-mode pattern in the 
work. My alternative transcription (see Example 3.10 below), does not make use of bar lines but 
allows performers a more fluid approach to the performance of both the cum littera and sine littera 
sections. Performers may determine for themselves to what extent they wish to let their 
performance of the cum littera sections be governed by the use of the ligatures in the score and by 
the application of "quasi-modal" principles, or whether they will use an isosyllabic approach with a 
different kind of beat division. 
 
 
Example 3.9. Pange melos lacrimosum, opening, showing the long-short interpretation of the two-
note ligatures (transcription after Anderson, 2pt Conductus: Central Sources 27).  
 
 








 A methodology that seeks to transcribe all conductus in the central Notre Dame manuscripts 
in the same way is bound to be unsuccessful. In particular, an approach that is based on a wide 
application of modal rhythm and the accents in the conductus text will only result in transcriptions 
that blur the distinctions between the different styles found in the repertory.  
 An examination of the characteristics of each individual work will allow us to determine its 
relationship to the rest of the repertory. It will then be possible to see whether modal rhythm ought 
to be used for part or all of a transcription, whether the work shares characteristics with the 
Aquitanian polyphonic versus repertory, or whether other alternative methods of transcription may 
be more appropriate. An approach that is based on the identification of the stylistic category of the 
work, together with transcription techniques that are sensitive to the chronology and features of the 
work, could result in an approach to conductus transcription that is more in line with the changes 





Neume-against-Neume Works without Melismas 
4.1 Introduction 
 This chapter compares ten early conductus with melismas from the seventh fascicle of F 
with three versus, also without melismas, from StM-CIV and StM-DI. The versus and conductus are 
compared in three ways. First, the intervals used in the cadential progressions of each work are 
examined.1 A considerable proportion of conductus use the same intervals as the versus examined 
in this chapter, but other conductus also include the interval of a fourth in their cadences. Following 
this is an investigation of the use of vertical intervals in the versus and conductus, showing the 
changes that took place in the second half of the twelfth century. The conductus in this chapter are 
assigned to what I term as three Interval Groups: the Organum Interval Group, the Transitional 
Interval Group and the Discant Interval Group. The very earliest conductus, assigned to the 
Organum Interval Group, have the same interval usage as the versus repertory.2 Works in the 
Transitional Interval Group are representative of an intermediate period where thirds and fourths 
gained in prominence. Thirds are one of the most significant intervals used in works in the Discant 
Interval Group. Use of thirds in these works resembles the way thirds are used in the thirteenth-
century conductus repertory. 
 
4.2 Characteristics of the Aquitanian Polyphonic Versus Style 
  Most versus are newly composed in both voices. Conductus are also usually considered to 
be newly composed in all voices, unlike, for example, organa, which are based on preexisting 
chant.3 It is possible, however, that some conductus were created when a new upper voice was 
                                                
 1 The term cadentia is not used until the Ars nova, in Jacques de Liège's Speculum musicae, 
although this does not refer to a cadence in the present-day sense of the term. For more about 
Jacques's use of the term, and the way that it differs from the thirteenth-century theorists' views 
concerning movement from a less perfect interval to a more perfect interval, see David Maw, 
"Redemption and Retrospection in Jacques de Liège's Concept of Cadentia," Early Music History 
29 (2010): 79-118, especially 107-11. In the present study, the term "cadence" refers to the last two 
intervals of a phrase, corresponding to the last two syllables of the phrase's text. Cadences do not 
always have syllabic text setting on the penultimate syllable; passing intervals may occur between 
the two more significant intervals of the cadence. 
 2 The versus Verbum patris umanatur, discussed in this chapter, is a later work than the rest 
of the versus repertory, and does not use the intervals of the Organum Interval Group like the other 
versus examined in this study. 
 3 Edward Roesner, Antiphonarium seu Magnus liber organi de gradali et antiphonario: 
Color Microfiche Edition of the Manuscript Firenze, Biblioteca Medicea Laurenziana, Pluteus 
29.1: Introduction to the 'Notre-Dame Manuscript F (Munich: Edition Helga Lengenfelder, 1996) 
8-9. 
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written to a preexisting tenor.4 This composition process is also true of a small portion of the versus 
repertory. Fuller states that only a small number of works, most of them not versus but other related 
liturgical works, are based on an existing melody, with only the upper voice being newly composed. 
She notes that there are ten versus that exist as polyphonic works but also exist in the manuscripts 
in a monophonic state; these she also places in the category of successive composition because she 
considers the monophonic works to be older than the polyphonic works. Van der Werf is more 
cautious in claiming the monophonic works are necessarily older; he does not believe that a work's 
monophonic state means that it was inevitably written before the extant polyphonic version.5 
 The two voices in a versus have specific characteristics. Fuller describes the lower voice as 
having "sharp melodic focus and firm tonal direction." She notes that this is particularly true in the 
more florid versus.6 The lower voice also has the final at the end of the work and often at the main 
internal cadences. It usually moves to the final from below, which Fuller says is "a progression that 
carries a great deal of cadential weight in this style." The upper voice often has the fifth or octave at 
important cadences, and usually approaches the final in cadences from above. One feature of the 
style that shows the prominence of the lower voice is when a phrase in the lower voice repeats 
precisely but the upper voice has a new embellishment for the repeated phrase of the lower voice.7 
 Fuller observes that not all versus were created using successive composition, whether to a 
cantus prius factus or a newly-composed melody for the lower voice. She points out the use of 
voice exchange in works such as Noster cetus, which she says must show that the voices were either 
composed at the same time, or that, if one voice was composed first, it must have been adapted to 
allow for the voice exchange.8  
 A central point of comparison between the repertories in the present study is the use of 
vertical intervals. Chapters 4 and 5 assess the intervals used in the texted sections of each versus 
                                                
 4 Gordon A. Anderson, "Nove geniture: Three Variant Polyphonic Settings of a Notre Dame 
Conductus," Studies in Music 9 (1975): 11.  
 5 Sarah Ann Fuller, "Aquitanian Polyphony of the Eleventh and Twelfth Centuries," 3 vols, 
diss., University of California, Berkeley 1969, vol. 1, 261-2; Hendrik van der Werf, The Oldest 
Extant Part Music and the Origin of Western Polyphony, 2 vols. (Rochester, New York: Hendrik 
van der Werf, 1993) vol. 1, 53. Fuller notes that "[t]he ten versus with separate monophonic 
versions are Ad honorem sempiterni regis, Cantu miro, Congaudet hodie, Deus quam brevis est, 
Patris ingeniti, Gaudia debita, Omnis curet, Rex omnia tenens, Senescente mundano filio, and 
Novum festum. The first five named occur polyphonically in Add. 36881 only. The next three are 
polyphonic in Add. 36881 and C-IV. Monophonic versions of Ad honorem, Congaudet and Rex 
omnia are not Aquitanian but stem from the Norman-Sicilian repertory. The tune of Rex omnia in 
Madrid 289 is entirely different from either voice in the Aquitanian polyphonic setting," 
("Aquitanian Polyphony," vol. 1, 210, n. 1). Van der Werf, Oldest Music, vol. 1, 52 also adds 
Verbum patris umanatur and others to this list. 
 6 Fuller, "Aquitanian Polyphony," vol. 1, 262. 
 7 Fuller, "Aquitanian Polyphony," vol. 1, 262-3. 
 8 Fuller, "Aquitanian Polyphony, "vol. 1, 264. 
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and conductus, and the ways in which these are used. Chapter 6 examines the use of intervals in the 
melismatic portions of the works discussed in Chapter 5. The changes in the frequency and usage of 
intervals in these works demonstrate the changes that took place in the twelfth century as the 
practice of organum transitioned to thirteenth-century discant.  
 The practice of the Aquitanian polyphonic repertory fits within the last of three phases of 
pre-Parisian organum. Fuller describes the three phases in this way:9 
The earliest is organum based on the concept of parallelism with a pre-existent chant. This is 
attested by the oldest treatises of the ninth into the eleventh century and is manifested in the 
Winchester organa of ca1000. The middle phase, described by theorists towards the end of 
the eleventh century, is a more freely associative organum in which the added line is 
melodically independent from the principal melody. The final phase is a florid organum 
characterized by decorative figures in the organal voice and frequent contrary motion 
between the lines. The twelfth-century repertories of Aquitanian and Compostelan 
polyphony exemplify this individual and elaborate organum. 
Although there are a small number of treatises from late in the second phase of organum practice 
that describe interval progressions of the type found in the Aquitanian repertory, the "theoretical 
discussions are brief and abstract in nature," and the works themselves must be consulted for a more 
complete understanding of third-phase organum.10 
 Fuller and van der Werf both therefore discuss the use of intervals in the Aquitanian 
repertory from the perspective of their own observations of the works themselves, rather than the 
writings of the theorists,11 although the ambiguities caused by unclear notation sometimes make 
intervals between voices and alignment between neumes difficult to determine.12 
 Van der Werf observes that intervals are used in three different ways in the repertory, but he 
does not use the terminology of the theorists, such as perfect and imperfect consonances and 
dissonances.13 His first group of intervals contains unisons, fifths and octaves, the second group has 
                                                
 9 Sarah Fuller, "Early Polyphony to circa 1200," The Cambridge Companion to Medieval 
Music, ed. Mark Everist (Cambridge: Cambridge University Press, 2011) 47. 
 10 Fuller, "Early Polyphony to circa 1200" 55. 
 11 Fuller does discuss the repertory using the terminology of thirteenth-century discant, 
rather than organum, in "Aquitanian Polyphony," vol. 1, 259-309, especially 291. 
 12 See Fuller, "Aquitanian Polyphony," vol. 1, 283, note 22. See also 285, note 23, where, in 
her discussion of the intervals in the Benedicamus Domino versus Prima mundi seducta subole in 
A-I (f. 58v), she acknowledges that part of the difficulty of listing the intervals used in the work is 
that it is reliant on her interpretation of the ambiguous notation in order to decide how the groups of 
notes might fit together. 
 13 Van der Werf's observations (Oldest Music, vol. 1, 141) are not contextualised within the 
theoretical tradition because, he states, "it is generally accepted that medieval composers of 
polyphony followed rules laid down by theorists. Almost every study of polyphonic music from 
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thirds, fourths and sixths, and the third group has seconds and sevenths. The intervals in the first 
group are the most commonly used, and these are the ones that begin and end works and the most 
important subdivisions within them, including caesurae. These intervals are also those most often 
used within the rest of the work. The other intervals are used less frequently, although sometimes in 
different ways. Van der Werf notes that thirds are often used as "passing chord[s] between a unison 
and a fifth," although the other intervals in this category are not used in a similar way. Seconds and 
sevenths are the least frequently used intervals.14  
 Fuller observes that octaves are used less often than unisons and fifths, merely because they 
are the maximum distance the voices travel from each other. She also notes the ways that the third 
and the fourth are used in the repertory: thirds are not in significant positions, but are found between 
two perfect consonances; fourths are treated as secondary consonances, and placed in the middle of 
words, or between two very strong intervals as an intermediate interval. Seconds and sixths tend to 
"arise incidentally from the melodic movement,"15 making them less common in works in a 
predominantly note-against-note style (where they are linked with notes that do create perfect 
consonances), and more common as the texture becomes more florid. There is movement within 
ligatures from the less stable, ornamental notes to the more stable, stronger intervals that conclude 
the ligatures.16 In the present study, the term "perfect consonances" describes intervals that are the 
strongest in the progressions of intervals in a work. They always include unisons, octaves and fifths. 
(John of Garland's division of intervals, in which he describes fifths as medial concords and 
therefore less strong than unisons and octaves, is discussed below.) "Secondary consonances" do 
not have the same importance in the progression of intervals as perfect consonances. They are 
usually found between two perfect consonances, and do not start or end phrases or begin important 
words in the Aquitanian versus and early conductus repertories. Intervals described as "stronger" 
are more consonant in comparison with other intervals in a line or phrase. Intervals described as 
"weaker" are more dissonant compared with other nearby intervals. Apart from the use of the sixth, 
which Fuller might place in van der Werf's third group rather than the second, both Fuller and van 
der Werf agree on the way that intervals are used in this repertory. 
 Fuller describes another variety of note-against-note writing as the "symmetrical style." She 
defines it as "a manner of voice-leading; it is a pure synthesis of the desire for perfect consonance 
and the principles of contrary motion ... [which] produces certain stereotyped figures of 2 or 3 notes 
                                                                                                                                                            
before 1300 contains several expressions to that effect. For no other period in the history of music is 
it ever assumed that not composers but theorists set the pace of compositional progress." 
 14 Van der Werf, Oldest Music, vol. 1, 27, 70. Van der Werf uses the term "chord" to 
describe the interval between two voices. 
 15 Fuller, "Aquitanian Polyphony," vol. 1, 283. 
 16 Fuller, "Aquitanian Polyphony," vol. 1, 283-5, 288. 
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that can be classified according to the movement of the two voices."17 Fuller identifies five different 
kinds of figures used to create the symmetrical style. The first of these is the converging figure, 
where voices move from positions apart to a unison. The most common intervals used in this figure 
are a fifth to a unison or a fourth to a unison. In the second figure, the diverging figure, the voices 
move in the opposite direction; the most common intervals are from a unison to a fifth, from a fifth 
to an octave, and from a fourth to an octave. The third of Fuller's figures is called an expanding 
figure. It is like a diverging figure joined to a converging figure: the voices start together, move 
apart, and come together again. The most common intervals in this figure are unison to a fifth to a 
unison, and unison to a fourth to a unison. The fourth figure is called a contracting figure, and is the 
opposite of an expanding figure: the voices begin apart, come together and move apart again. 
Intervals of a fifth to a unison to a fifth are those used in this figure. Fuller calls her final figure the 
crossing figure; the voices begin on a fifth, converge on a unison, and the voices cross as they return 
to a fifth, with the lower pitch now sung by the voice that sang the higher pitch in the first 
interval.18 
 Other patterns Fuller observes in the Aquitanian repertory include sequential patterns 
created by repeating groups of intervals, such as the pattern fourth-unison-fifth-unison in Virga 
Jesse floruit (C-IV, f. 45) and the pattern unison-fifth-unison-fourth-unison in the concluding 
melisma of Orienti oriens (C-IV, f. 77).19 The pattern in Orienti oriens can be seen in the melodic 
lines as well as in the use of intervals. Another kind of discant pattern is a repeating lower voice that 
is embellished in a different way each time in the upper voice. Fuller also notes that the voices do 
occasionally use consecutive parallel motion, and that sometimes this is at cadences. The stability of 
the intervals at such cadences that have consecutive parallel intervals means that melodic 
ornamentation, rather than the progression of intervals, must create the sense of finality at the end of 
a phrase or work. Cadences are often a third moving to a unison, a third moving to a fifth, and less 
frequently a fifth moving to an octave, with a sixth as a passing note.20 
 Fuller compares the Aquitanian style to the Notre Dame conductus style in terms of interval 
usage and voice leading by stating that the use of intervals in the Aquitanian style is based on 
stability, which is "extended in only one dimension, through melodic ornamentation." She goes on 
to say that 
 in this respect, the two-part Parisian conductus show a notable advance in  
                                                
 17 Fuller, "Aquitanian Polyphony," vol. 1, 295. 
 18 Fuller, "Aquitanian Polyphony," vol. 1, 295. Fuller gives many examples of the use of 
these styles in the repertory on pages 296-9. 
 19 The versus Orienti oriens is discussed in Chapters 5 and 6 of the present study. 
 20 Fuller, "Aquitanian Polyphony," vol. 1, 291, 302-8. 
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contrapuntal technique. The conductus not only feature many more imperfect consonances 
than the versus but incorporate the third as an independent sonority. Thirds appear in 
important structural positions at beginnings and ends of phrases; they occur on strong beats 
and are repeated in series. This increase of imperfect consonance is one aspect of a general 
concern for enlarging the span of movement from one perfect consonance to the next. This 
expansion of tonal movement takes place in Parisian circles, but the foundation for it is laid 
in the direct discant progressions of the Aquitanian style.21 
The present study demonstrates that these observations about the use of thirds do not apply to the 
entire conductus repertory. Not all conductus use intervals in the same way; not all conductus use 
the third as a prominent interval: some conductus still use unisons and fifths far more than other 
intervals.  
 The Discantus positio vulgaris (Dpv) contains (in addition to the rules for deciphering the 
rhythm of notes written in ligatures discussed in Chapter 3 above) very little information 
specifically related to the use of intervals in the conductus. The author states more generally that  
A consonance is the concord of different voice parts on the same pitch or on different 
pitches. Among concords three are better than others: the unison, fifth, and octave.22  
Following some more information about rhythm and a list of two-voice discant progressions, the 
author goes on to discuss the characteristics of different genres, including very briefly the 
conductus: "Conductus is a consonant polyphonic song using a single poetic text; it employs 
imperfect consonances."23  
 The Dpv does not mention specifically which intervals are imperfect consonances, apart 
from obviously ruling out unisons, fifths and octaves. If we turn to John of Garland's De 
mensurabili musica, also a part of Jerome of Moravia's Tractatus de musica, we see that within the 
category of concords, the unison and octave are described as perfect, fifths and fourths as medial, 
and major and minor thirds as imperfect concords.24 Taken together, the writings of these theorists 
tell us that we would expect to find thirds used significantly in conductus; they must have been 
                                                
 21 Fuller, "Aquitanian Polyphony," vol. 1, 309. 
 22 Anonymous (13th Century), "Discantus positio vulgaris," trans. James McKinnon, Source 
Readings in Music History, ed. Oliver Strunk and Leo Treitler, rev. ed. (New York: Norton, 1998) 
219-220.  
 23 Anonymous, "Discantus positio vulgaris" 221. Note that Knapp's translation uses slightly 
different terminology in this section. She translates this section as "it admits the secondary 
consonances." See Knapp, "Two xiii Treatises on Modal Rhythm and the Discant: Discantus positio 
vulgaris De musica libellus (Anonymous VII)," Journal of Music Theory 6.2 (1962) 206. 
 24 See Sarah Fuller, "Organum – discantus – contrapunctus in the Middle Ages," The 
Cambridge History of Western Music Theory, ed. Thomas Christensen (Cambridge: Cambridge 
University Press, 2002) 486. All of John of Garland's intervals are set out in Figure 15.1 of Fuller's 
study. 
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prominent in the conductus known to the author of the Dpv since they are singled out as a defining 
feature of the genre. 
 The characteristics of the works examined in the present study demonstrate the transition 
from the interval usage associated with the third phase organum works of the Aquitanian 
polyphonic versus repertory to the discant interval usage of the very late twelfth- and thirteenth-
century conductus. A small number of the conductus without melismas examined in this chapter do 
not use significant imperfect consonances (that is, major or minor thirds), and their use of intervals 
corresponds to that of the Aquitanian versus. These works make up the Organum Interval Group. 
Conductus that demonstrate an increase in the number of thirds and their growing use in more 
significant positions belong to the Transitional Interval Group. These conductus show a use of the 
third that is not found in the Organum Interval Group conductus, but their interval usage does not 
correspond to that of the works in the Discant Interval Group. Works in this group use the third far 
more frequently – it is sometimes the most frequently used interval – and in important places in the 
structure of the work, as well as to draw attention to significant words in the text. These works 
correspond to the conductus discussed by the author of the Dpv, with imperfect consonances that 
are so significant that they are singled out for mention as a feature of conductus style. These 
characteristics of the conductus repertory will be discussed later in this chapter and the following 
two chapters.  
 
4.3 Works Investigated in This Chapter 
 I have chosen the works examined in this chapter based on their text setting and absence of 
melisma. These works are all in neume-against-neume style,25 and do not have significant 
melismas, although there are short sections that Fuller terms "flourishes."26 The conductus chosen 
sometimes have two or three notes in one voice to one note in the other voice; however they usually 
balance this by reversing the text setting on the next syllable or later in the phrase. The voices in 
this group of works are for the most part evenly balanced: both voices have a similar number of 
notes overall.  
 While there are nineteen neume-against-neume conductus to choose from in the larger two-
part repertory in F, finding works in neume-against-neume style without melismas in the smaller 
Aquitanian repertory is more difficult. As Hendrik van der Werf observes, while there are some 
                                                
 25 As discussed in the Introduction, the text setting is neither wholly syllabic nor neumatic in 
the two repertories examined in this study. The term neume-against-neume therefore also 
incorporates note-against-note text setting. Sometimes unequal numbers of notes between the parts 
are set to single syllables of text. 
 26 See, for example, "Aquitanian Polyphony," vol. 1, 218. Although these flourishes are 
short melismas of five or six notes, they do not have the same length or weight as the longer 
melismas that appear in other works. These longer melismas are discussed in Chapter 6. 
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works that are in the main in neume-against-neume style or in florid style, many works in the 
repertory combine both styles, sometimes in works that change style as they change from one 
phrase to another, sometimes combining both styles within phrases. The distinction between 
"neume-against-neume," "note-against-note" and "florid" is sometimes difficult to make, as there 
are degrees of each that do not fit neatly into any one of these categories.27 The three works chosen 
are therefore as close to neume-against-neume style as can be found in the Aquitanian polyphonic 
versus and Benedicamus Domino versus repertory. These works are Verbum patris umanatur, 
Congaudet hodie and Catholicorum concio.28 These versus are in neume-against-neume style and 
have no melismas. They are similar in their form and text setting to the early conductus without 
melismas that are also discussed in this chapter. The details of these works are outlined in Table 
4.1.29 The transcriptions listed in the table are those in the editions of Carlson, Fuller and van der 
Werf only. As discussed in Chapter 2, these transcriptions are the most useful for the present 
investigation. When concordances are listed in the table, these give the manuscript siglum, fascicle 
number if applicable, the number in which the work appears in the manuscript or fascicle, the folio 
number or numbers and the number of voices in which the work is written, if it does not have the 
same number of voices as the central Aquitanian version. 
  
                                                
 27 Van der Werf, Oldest Music, vol. 1, 24. 
 28 Mira lege miro modo (A-I 78) also has a lot of neume-against-neume texture, with a short 
neume-against-neume melisma at the end of each strophe and a slightly longer neume-against-
neume melisma at the end of the refrain. It has been omitted from the present study, however, due 
its indistinctly heightened neumes (see van der Werf, Oldest Music, vol. 1, 168). Although the text 
sits firmly within the Aquitanian tradition of veneration of the Virgin Mary (see Rachel Golden 
Carlson, "Devotion to the Virgin Mary in Twelfth-Century Aquitanian Versus," 2 vols, diss., U of 
North Carolina, Chapel Hill 2000, vol. 1, 185, 192-6), it has no concordances either within the 
Aquitanian repertory or elsewhere, and is a late addition to the manuscript (see Fuller, "Aquitanian 
Polyphony," vol. 2, 450). The paucity of musical information does not provide enough material for 
a comparative study. 
 29 Transcriptions of the versus referred to in this chapter may be found in the second volume 
of van der Werf, Oldest Music. Phrase numbers refer to van der Werf's numbers that stand at the 
beginning of the lines of text. 
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Table 4.1a 
Aquitanian Versus: Verbum patris umanatur30 
Location in Central 
Aquitanian MS 
Concordances Outside the Aquitanian 
MS 
No. of Stanzas Transcriptions 
C-IV (f. 91) Cambridge 17 (f. 4; a 3) 
Moosberg Gradual (f. 237v; a 1, lower 






van der Werf #47 
Comments: The C-IV and Moosberg versions have the same 5 stanzas, although van der Werf notes 
that the Moosberg version contains stanzas III and IV in the opposite order in which they appear in 
C-IV. The Moosberg version has substantial variation in the melody from the other two versions. It 
bears the rubric "De nativitate domini Cantio." Gillingham notes that the stanza which begins "Audi 
partum preter morum" is absent from the Cambridge 17 version.32 According to the information in 
the Cantus pulcriorum invenire Conductus Catalogue, text-only versions also appear in Graz, 
Universitätsbibliothek, MS 409 (f. 71), where the work bears the rubric "conductus," and Paris, 
Bibliothèque Nationale fonds latin 4880 (f. 84v). 
 
 Sarah Fuller suggests that Cambridge 17, with its 13th-century notation, may contain 
polyphony from around the time that the Notre Dame repertory developed; however, there are no 
concordances between the polyphonic Notre Dame works and the Cambridge 17 repertory. 
Although Bryan Gillingham agrees that the manuscript contains works in the "polyphonic style of 
the mid-twelfth century," he proposes a copying date of the second half of the twelfth century.33 
 
  
                                                
 30 Fuller, "Aquitanian Polyphony," vol. 2, 450; van der Werf, Oldest Music, vol. 2, 162-3. 
This work also appears as O8 in Gordon A. Anderson's "Notre Dame and Related Conductus: A 
Catalogue Raisonné," which was published in two parts in Miscellanea musicologica: Part I in 
volume 6 (1972): 153-229, and Part II in volume 7 (1975): 1-81. Verbum patris is in Part II, p. 15. 
In addition, the work is listed in the Cantus pulcriorem invenire Conductus Catalogue, available at 
<http://catalogue.conductus.ac.uk>, most recent access 6 October 2015. 
 31 Although van der Werf observes in his edition that the Moosberg Gradual version is a 
fourth higher, he has transposed it in order to give it a G final like the other versions of the work, 
for ease of comparison (Oldest Music, vol. 2, 162-3). 
 32 Fuller, "Aquitanian Polyphony," vol. 2, 450; van der Werf, Oldest Music, vol. 2, 162-3; 
Gillingham's transcription of the Cambridge 17 version of Verbum patris accompanies the facsimile 
of the MS Cambridge, University Library, Ff.i.17 (1), ed. Bryan Gillingham (Ottawa: The Institute 
of Mediæval Music, 1989) 88-9. See page 13 for the facsimile of f. 4 that contains Verbum patris. 
Anderson's transcription of this work is discussed in Chapter Two of the present study. 
 33 In "Aquitanian Polyphony," vol. 1, 93, Fuller states that the two lowest voices are the 
same as the C-IV version, but although there are some brief sections of music in both the upper 
voices of the Cambridge 17 version that resemble the upper voice of the C-IV version, only the 
lowest voice is the same. See Gillingham's comments in his introduction to the facsimile of 
Cambridge 17, xi. 
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Table 4.1b 







No. of Stanzas Transcriptions 
D-I (f. 12) Madrid 289 (f. 
128v) 
4 in D-I; a further 4 strophes in 
Madrid 289 that conclude with 
a troped response on the 
formula "Deo gracias" 
Not in Carlson's edition 
due to content of text; 
Fuller #37; 
van der Werf #14 
 
  
 Congaudet hodie is a Benedicamus Domino versus. Like many Benedicamus versus, it does 
not conclude with a direct statement of the text "Benedicamus Domino" but merges the formula 
with the concluding statement of the text, in this case in strophe IV: "Exultans itaque cordis in 
jubilo/causa leticie cantentis termino/benedicat chorus celorum domino."35 Although the words 
"Benedicamus Domino" and "Deo gracias" bring each part of the Office to a close, the use of these 
words and their variations that appear in the Benedicamus Domino versus do not mean that these 
works were actually a part of the Office; they may just be a formulaic ending.36  
 
  
                                                
 34 Fuller, "Aquitanian Polyphony," vol. 2, 455-6; van der Werf, Oldest Music, vol. 2, 78-9. 
 35 Fuller, "Aquitanian Polyphony." vol. 1, 22-3. 
 36 Van der Werf, Oldest Music, vol. 1, 153. 
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Table 4.1c 
Aquitanian Versus: Catholicorum concio37 
Location in Central 
Aquitanian MS 
Concordances Outside 
the Aquitanian MS 
No. of Stanzas Transcriptions 
A-II (f. 44v) 
D-I (f. 13v, 3 
stanzas) 
See Comments below 
for concordances 
A-II version has 4 
stanzas; D-I version 
has the first 3 
Not in Carlson's edition due 
to content of text; Fuller 
#31;  
van der Werf # 18 
Comments: The upper voices in the A-II and D-I versions of this work are quite dissimilar; the A-II 
version is florid and the D-I version is close to note-against-note in style.  
Concordances outside the Aquitanian manuscripts are: a later addition in Paris, Bibliothèque 
Nationale, f. lat. 1120 (f. 78v), with room for two voices but only the lowest one written; Stuttgart, 
Württembergischen Landesbibliothek, Ms. H.B. I Ascet. 95 (f. 31); Graz, Universitätsbibliothek, 
Ms. II 756 (f. 219), as a contrafact with the text Regi psallens, written in successive notation, 
although in a slightly different way from the successive notation used in the Aquitanian 
manuscripts; and Burgos, Monasterio de las Huelgas (f. 22-22v), with the same lower voice but a 
different upper voice.38 Manuel Pedro Ferreira has more recently drawn attention to a further 
concordance in the manuscript Oxford, Bodleian Library, Lat. lit. d.5 (f. 106v). This version has a 
florid upper voice in the style of the StM-A version, but the upper voices are not identical.39  
 
 
 Catholicorum concio is another work that has concordances outside the Aquitanian 
repertory and appears in different manifestations. There are two significantly different versions of 
the work in the Aquitanian manuscripts, in A-II and in D-I. The A-II version is florid and 
melismatic, whereas the D-I version is much closer to note-against-note style, with only a few short 
neumatic groupings on some syllables of the upper voice. The notation of the A-II version is very 
unclear.40 Despite this, in Fuller's transcriptions of the two versions of the work, there appears to be 
some relationship between the notes of the florid upper voice of the A-II version and their melodic 
direction, and those of the more note-against-note upper voice of the D-I version.41  
                                                
 37 Fuller, "Aquitanian Polyphony," vol. 2, 452-3; van der Werf, Oldest Music, vol. 2, 91.  
 38 Fuller, "Aquitanian Polyphony," vol. 2, 452-3; see also Sarah Fuller, "Hidden Polyphony, 
A Reappraisal," Journal of the American Musicological Society 24.2 (1971): 183-4. 
 39 Manuel Pedro Ferreira, "Early Cistercian Polyphony: A Newly-Discovered Source," 
Lusitania Sacra, 2nd series, 13-14 (2001-2002): 280-283. 
 40 For an indication of the inadequacies of the notation for this particular work, see van der 
Werf, Oldest Music, vol. 1, 8-9, where he compares transcriptions of the work by Leo Treitler, 
Sarah Fuller and Bryan Gillingham, and describes the differences between the three versions as 
"bewildering." He notes that only Fuller explains the criteria that informed her transcription 
procedures. 
 41 It is possible that the easier transcription of the D-I version influenced Fuller's choice of 
pitches for the A-II version; however, the notation may have been convincing enough to 
accommodate these similarities. 
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 Despite the relative ages of the manuscripts, we cannot know whether the A-II version or the 
D-I version of Catholicorum concio is the older work; we can only tell, as van der Werf points out, 
that the D-I version was copied later into its manuscript, not that it was created later than the A-II 
version. Fuller places the A-II version in her earliest layer of Aquitanian polyphony for several 
reasons: first, that it appears in Lat. 1139 (StM-A), which along with C-II has the oldest dating of 
all the manuscripts; it is copied in successive notation, a technique for notating polyphony that 
predates score notation; and even though the notation is not that of the scribe of the rest of the 
music in A-II, the text seems to be by the original scribe. The notator's hand is also of the same 
period as the original notator.42  
 The conductus examined in this chapter are all taken from the seventh fascicle of F. Falck 
observes that the seventh fascicle of F divides into four sections, each beginning with an historiated 
initial.43  Table 4.2 shows the groupings of works into these sections. 
  
                                                
 42 Van der Werf, Oldest Music, vol. 1, p. 23. Fuller, "Aquitanian Polyphony," vol. 1, 143-5. 
 43 Robert Falck, The Notre Dame Conductus: A Study of the Repertory  (Henryville: The 
Institute of Mediæval Music: 1981) 68-71. For a description of each of the historiated initials, and 
the way that the illustration depicts the theme of its accompanying conductus, see Edward H. 
Roesner, Antiphonarium seu Magnus liber organi de gradali et antiphonario: Color Microfiche 
Edition of the Manuscript Firenze, Biblioteca Medicea Laurenziana, Pluteus 29.1: Introduction to 
the 'Notre-Dame Manuscript' F (Munich: Edition Helga Legenfelder, 1996) 19. 
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Table 4.2 
Falck's Divisions of the Seventh Fascicle of F 
Section Number Beginning folio Number of Conductus in 
Group 
1 f. 263 30 
2 f. 299 46 
3 f. 336 11 
4 f. 349 43 
 
Each section of conductus has different characteristics, and the order of the sections is not 
chronological or based on level of musical complexity. The conductus in section 1 are "entirely ... 
melismatic, highly elaborate pieces, with no topical pieces or contrafacta among them." Falck states 
that these are "the central, Magnus liber repertory," plus an appendix of works which are not found 
in W1 and Ma. Those in section 2 include works in both W1 and Ma, and are melismatic, but the 
section also includes peripheral works and works unknown outside F. There are some topical 
conductus in this section.44  
 Section 3 also contains works that are topical and therefore may be dated, and Falck 
observes that these works discuss events that occurred after 1200. The works in this section are 
stylistically "the most elaborate kind of melismatic conductus," therefore Falck concludes that this 
section contains the most recent works in the repertory.45  
 The topical conductus in section 4 suggest an earlier date for this section than for the third. 
This section is also the only one to contain works that are contrafacta. Although Falck considers 
part of this an English collection, his ascription of works that concern Henry II's sons to English 
composers and poets is perhaps not entirely accurate.46 In addition to these works, section four also 
contains an assortment of conductus of uncertain date and geographical origin, although Falck 
speculates that the works may be French.47  
 Within the seventh fascicle of F, the conductus chosen for comparison in the present chapter 
are all taken from the fourth section, apart from Frater iam prospicias. This work was chosen from 
the second section because of its late date as well as its neume-against-neume style. Its extensive 
use of thirds as significant intervals will be discussed later in this chapter. All the conductus 
examined in this chapter were chosen because they have neume-against-neume text setting and they 
                                                
 44 Falck, Notre Dame Conductus 70-71. 
 45 Falck, Notre Dame Conductus 71. 
 46 See Mark Everist, "Anglo-French Interaction in Music, c1170-c1300," Revue belge de 
Musicologie / Belgisch Tijdschrift voor Muziekwetenschap 46 (1992): 8-11, for a discussion 
concerning the origins of the conductus Falck describes as "English." 
 47 Falck, Notre Dame Conductus 70-72.  
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have no concluding melisma or other internal or opening melismas. 48 These conductus are listed in 
Tables 4.3a-j.49 When concordances are listed in the tables, these give the manuscript siglum, 
fascicle number if applicable, the number in which the work appears in the manuscript or fascicle, 
the folio number or numbers and the number of voices in which the work is written, if it does not 
have the same two voices as the F version. 
  
                                                
 48 Aside from the ten conductus in this chapter that are compared with the Aquitanian 
neume-against-neume works, there are nine other conductus that are also in neume-against-neume 
style or close to it, without melismas, in F. These works were not included in the present 
investigation due to limitations of space, but would be included in future investigations of this 
repertory. The works are: Vitus moritur (f. 322-322v), Artium dignitas (f. 349-349v), Gratuletur 
populus (f. 349v-350), In occasu syderis (f. 350v-351), Omni pene curie (f. 353), Involutis in erroris 
(f. 353v-354), Hac in die salutari (f. 363v), Helysei manubrio (f. 364), and Baculi solempnia (f. 
372v-373). Also perhaps in note-against-note style or close to it would have been the conductus 
Frater in iordanus (f. 356-356v), as the scribe has written the text but there is no music on the lines. 
Falck (Notre Dame Conductus, 204) describes this as "One strophe, Syllabic" due to the spacing of 
the text, which does not leave room for a melisma of any considerable length.  
 49 Transcriptions of these conductus may be found in Appendix A. The phrase numbers 
referred to in the text appear inside circles in the scores. These phrase numbers correspond for the 
most part to the division of the works using the vertical lines in the manuscript. When a phrase is 
particularly long because there are no vertical lines for many syllables, the phrase has been divided 
into sub-phrases marked "a," "b," "c" etc. Sub-phrases are sometimes also used when a work has a 
dividing line in one voice but not the other. 
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Table 4.3a 
Conductus: Frater iam prospicias50  









f. 320-321 56 Anderson: I31; 
Falck: 132 
Ma (4,1; f. 66v-67v) Single stanza 
Comments: Anderson suggests that this work might have been written by Philip the Chancellor 
because of its "style and substance." In particular, the use of "uneven phrase lengths" indicates the 




























                                                
 50 Falck, Notre Dame Conductus 204; Anderson 2pt Conductus in the Central Sources, 
Notre Dame and Related Conductus: Opera Omnia, vol. 4 (Henryville: The Institute of Mediæval 
Music, 1986) XXXVI, 80-81, 104 (for each conductus entry in Anderson's edition, the page 
numbers refer to the text and translation, the music and then to the critical notes); Anderson 
"Catalogue Raisonné," Part I, 180; Cantus pulcriorem invenire. 
 51 Note that the MS OxRawl does not contain music but texts only. 
 52 For more about Philip and his practice of setting new texts to existing music, see Thomas 
B. Payne, "Philip the Chancellor and the Conductus Prosula: 'Motetish' Works from the School of 
Notre Dame," Music in Medieval Europe: Studies in Honour of Bryan Gillingham, ed. Terence 
Bailey and Alma Santosuosso (Aldershot: Ashgate, 1988) 220-238, although Payne does not 
discuss Frater iam prospicias specifically. 
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Table 4.3b 
Conductus: Heu quo progreditur53 
 










f. 350v 91 Anderson: J26; 
Falck: 155 
OxADD (17; f. 126); 
Fauv (3; f. 2; a 1); 
OxRawl (text only; 2; 
f. 7) 
F version has the 
first two stanzas; 
see Comments for 
other MS  
Comments: OxADD (Oxford, Bodleian Library, 30151, Add. A 44) has seven stanzas, the final 3 of 
which are unique; OxRawl has four stanzas identical to the first four of OxADD. The first stanza of 
the Roman de Fauvel version (Paris, Bibliothèque Nationale, frç. 146) of Heu quo progreditur is 
almost identical to that in F. The second stanza is unique to Fauv. This stanza has different music 
and concludes with a 23-note cauda. 
The OxRawl version has the superscript "De pontificibus officum suum usurpantibus." Anderson 
translates this as "Of priests who usurp their office." This work is an admonishing conductus, and a 




















                                                
 53 Falck, Notre Dame Conductus 208; Gordon A. Anderson, ed. and transcribed, 2pt 
Conductus: Unica in the Four Central Sources, Notre Dame and Related Conductus: Opera Omnia, 
vol. 5 (Henryville: The Institute of Mediæval Music, 1979) 53 (the text of all seven stanzas may be 
found on pages XVIII and XIX, and the Fauv version, text as well as music, is on page 117); 
Anderson, "Catalogue Raisonné," Part I, 183; Cantus pulcriorem invenire. 
 54 Note that the MS OxRawl does not contain music but texts only. 
 55 See Anderson (2pt Conductus: Unica  XVIII-XIX) for an identification of the Biblical 
quotations and use of Biblical imagery. For more on the versions of this conductus and O varium 
fortune lubricum that appear in Fauv, see Mary Channen Caldwell, "Flower of the Lily: Late-
Medieval Religious and Heraldic Symbolism in Paris, Bibliothèque Nationale de France, MS 




Conductus: O varium fortune lubricum56 
 










f. 351v 94 Anderson: J27;  
Falck: 247 
OxRawl (21; f. 12-
12v); Fauv (4; f. 3v); 
CB (14; f. 47v; a1) 
F version has first 
stanza only; see 
Comments for 
other MS 
Comments: The OxRawl version, which has five stanzas, has the superscript "De mutabilis 
fortune," which Anderson translates as "On the changeability of fortune."58 In the Fauv version, the 
final lines of text and music are replaced by an alternative text and alternative music, including a 
sixteen-note cauda. The monophonic Carmina Burana version (Munich, Bayerische 




















                                                
 56 Falck, Notre Dame Conductus 226; Anderson, 2pt Conductus: Unica 53-4 (music), XX-
XXI (text and notes), 117-8 (Fauv. version variations and CB variations are of particular interest in 
the Critical Notes); Anderson, "Catalogue Raisonné," Part I, 183; Cantus pulcriorem invenire. 
 57 Note that the MS OxRawl does not contain music but texts only. 
 58 Falck states that there are seven stanzas; Anderson transmits five. 
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Table 4.3d 
Conductus: Si deus est animus59 










f. 352 95 Anderson: H32; 
Falck: 324 
W1 (9, 24; 114v); W2 
(7, 6; f. 143); OxRawl 
(11; f. 9v) 
F and W2 
versions have 
first stanza only; 
see Comments for 
other MS 
Comments: Falck states that there are five strophes, but Anderson, who has translated the text, 
observes that the first two strophes belong to one poem and the second three to another poem 
(Novum fecit) that makes use of the same poetic metre and can be sung with the same music.61 This 
second text is in W1 and OxRawl only. The W1 version has stanza I of Si deus est animus, followed 
by the three stanzas of Novum fecit, then the second stanza of Si deus est animus. The text in 
OxRawl contains the first stanza of Si deus est animus and the three stanzas of Novum fecit. The 
superscript reads "De incarnatione Christi et integritate beate virginis," which Anderson translates 
as "On the incarnation of Christ and the sinlessness of the blessed Virgin," which he notes does not 












                                                
 59 Falck, Notre Dame Conductus 243; Gordon A. Anderson, ed. and transcribed, 2pt 
Conductus: Transmitted in Four and Three Central Sources, Notre Dame and Related Conductus: 
Opera Omnia, vol. 3 (Henryville: The Institute of Mediæval Music, 1981) XXXV-XXXVI, 184-5, 
230; Anderson, "Catalogue Raisonné," Part I, 175; Cantus pulcriorem invenire. Falck states that the 
superscript of the OxRawl version says: "De incarnatione Christi et integrate beate agnus." 
 60 Note that the MS OxRawl does not contain music but texts only. 
 61 This presentation of two conductus texts that appear to be one work is not unknown in the 
repertory. Janet Knapp observes that the conductus Quid tu vides Jeremia has two separate second 
stanzas recorded one after the other in OxRawl. When read as a single poem, they do not make 
sense; however, when the first stanza is performed separately with both the second and the third 
stanzas, two different conductus texts emerge. See Knapp, "Quid tu vides, Jeremia': Two Conductus 
in One," Journal of the American Musicological Society 16.2 (1963): 212-220. 
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Table 4.3e 
Conductus: Veneris prosperis62 









f. 352v 97 Anderson: J28;  
Falck: 359 
OxRawl (13; f. 10) F version has 
first stanza only; 
OxR version has 
four stanzas 
Comments: The OxRawl version has the superscript "Prosa de lasciviis iuventutis," which 




Conductus: Non habes aditum64 
 










f. 353-353v 100 Anderson: J29;  
Falck: 221 
OxRawl (17; f. 11) Single stanza 
Comments: The OxRawl version has the superscript "Quod des ut accipitas," which Anderson 
translates as "What you must give to receive."66 
This is an admonishing conductus, with a theme of corruption in high places. The style of the lower 
voice in this work, particularly with the uneven phrase lengths like those Anderson observes in 
Frater iam prospicias, suggests that this might also be a conductus created by setting a text to a 









                                                
 62 Falck, Notre Dame Conductus 250; Anderson, 2pt Conductus: Unica XXII, 55, 118; 
Anderson, "Catalogue Raisonné," Part I, 184; Cantus pulcriorem invenire.   
 63 Note that the MS OxRawl does not contain music but texts only. 
 64 Falck, Notre Dame Conductus 221; Anderson, 2pt Conductus: Unica XXIII, 55-6, 118; 
Anderson, "Catalogue Raisonné," Part I, 184; Cantus pulcriorum invenire. 
 65 Note that the MS OxRawl does not contain music but texts only. 




Conductus: Ver pacis aperit67 
 










f. 355 104 Anderson: J32;  
Falck: 366 
8 concordances: see 
Comments for details 
F version has 
the first two 
stanzas; see 
below for other 
MS 
Comments: Concordances are found in the following MS: St. Gall, Stiftsbibliothek, No. 11, 383,69 
with stanzas 1-3 of the text, although Anderson observes that the upper voice differs from that in F, 
and the text also appears as the thirty-third work in Oxford, Bodleian Library, 30151 (Add. A44) (f. 
64), as the thirty-second work in St. Omer, Bibliothèque municipale, 351 (f. 19v-20) (where, Falck 
notes, it is attributed to Walter of Châtillon), and in Rome, Vaticana, lat. 3324 (f. 114v). The work 
also has a contrafactum text by the trouvère Blondel de Nesle: Ma joie me semont. Five manuscripts 
transmit this version of the work.70 
 
 Ver pacis aperit was written in 1179 for the coronation of King Philip Augustus of France.71 
Leo Schrade notes that the text contains references to the events that take place in the liturgy of the 
coronation, such as the king's oath to protect peace, the oath taken while holding the blessed sword, 
and the ideas of justice and mercy side by side which are taken from the coronation prayer. The 
unction which was used for the coronation, and the circumstance of the king being crowned by his 
uncle Guillaume, the archbishop of Reims, are both mentioned in the fourth stanza.72 
 The presence of the vernacular text by Blondel de Nesle suggests the possibility that this 
was written first as a trouvère song. Schrade, however, has compared the shape of the melody with 
that of the antiphon Unxerunt Salomonem, which was sung while the king was anointed, and has 
found that the conductus contains musical quotations from the antiphon. This, Schrade says, clearly 
                                                
 67 Falck, Notre Dame Conductus 251; Anderson, 2pt Conductus: Unica XXIV-XXV, 58, 
118-9; Anderson, "Catalogue Raisonné," Part I, 184; Cantus pulcriorum invenire. 
 68 Note that the MS OxRawl does not contain music but texts only. 
 69 Anderson notes that this is on p. 173 of the MS. 
 70 Anderson lists the five manuscripts that transmit Ma joie me semont on 118. 
 71 See Thomas B. Payne, "Datable 'Notre Dame' Conductus: New Historical Observations on 
Style and Technique," Current Musicology 64 (1998): 141-3 for a list of all known datable 
conductus. 
 72 Leo Schrade, "Political Compositions in French Music of the 12th and 13th Centuries: 
The Coronation of French Kings," Annales Musicologiques 1 (1953): 22-4. The final stanza of the 
poem seems very inappropriate for such an occasion; Schrade suggests (27) that it may have been 
added at a later date.  
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shows that the creation of the conductus was closely linked with the coronation liturgy, and 
therefore could not have been created by Blondel as a secular work. Schrade suggests that Ver pacis 
aperit would likely have followed the performance of Unxerunt Salomonem, at the time when the 
king's insignia would have been brought forward.73 Although Schrade's explanation of the features 
of the text is convincing, the appearance of some notes from the antiphon in the conductus melody 
is not persuasive enough to conclude that the conductus version is earlier than Blondel's version; it 




Conductus: Nove geniture74 
 









f. 355 105 Anderson: I13; 
Falck: 224 
5 concordances: 
see Comments for 
details 
F version has the 
first stanza only; 
see below for 
other MS 
Comments: Nove geniture is also in W1 (9, 31; f. 108v, 5 stanzas) and in Tortosa, Biblioteca de la 
Catedral, C 97, number 2a (f. 81v) in two parts (1 stanza). It appears in a monophonic version in 
both the Moosburg Gradual (f. 234-234v, 5 stanzas) and Cambridge, Trinity College, R.9.11 (f. 
152v, 1 stanza), which Anderson calls a "slightly variant melody of the Notre Dame sources." The 
text alone is the eighth work in Graz, Universitätsbibliothek, 409 (f. 1v-2, 5 stanzas), which 











                                                
 73 Schrade, "Political Compositions," 40-1. 
 74 Falck, Notre Dame Conductus 222; Anderson, 2pt Conductus: Central Sources XIV, 23-
4, 94; Anderson, "Catalogue Raisonné," Part I, 177; Cantus pulcriorum invenire. Anderson gives 
transcriptions of the W1, F and Tort versions. 
 75 Note that the MS OxRawl does not contain music but texts only. 
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Table 4.3i 
Conductus: Vite perdite me legi76 
 









f. 356 108 Anderson: J35; 
Falck: 387 
CB (8; f. 4-4v) 
and three 
contrafacta78 
F version has the 
first stanza only; 





















4 concordances with music, 
2 with text only: see 
Comments for details 
F version has the first 
stanza only; see 
Comments for details of 
the other works 
Comments: The F version is the only known two-part setting of this work. Other settings that 
include the lower voice and text only are: Paris, Bibliothèque de l'Arsenal 3517-3518 (f. 13v-14); 
Limoges, Bibliothèque municipale, MS 2 (17) (f. 282v-283); Donaueschingen, Fürstliche 
Bibliothek, 882, (175v-177v); and CB No. 11 (f. III). The following settings have the text only: 
Schloss Harburg (olim Maihingen), Fürstliche Bibliothek, Cod. II, 2, 8o, 13 (f. 132v-133); and Trier, 
Stadtbibliothek, 1878 (f. 154v).  
 
 Ave nobilis venerabilis Maria contains some brief flourishes on the word "Maria" and on its 
rhyming counterpart in the next section of the stanza, "in via." These may be transcribed using the 




                                                
 76 Falck, Notre Dame Conductus 256; Anderson, 2pt Conductus: Unica XXVII-XXIX, 60, 
119; Anderson, "Catalogue Raisonné," Part I, 184; Cantus pulcriorum invenire. 
 77 Note that the MS OxRawl does not contain music but texts only. 
 78 See Anderson, 2pt Conductus: Unica 119 for details of the three contrafacta, two of which 
have a text in French and one in Provençal. 
 79 Falck, Notre Dame Conductus 185; Anderson, 2pt Conductus: Unica XXXVII-IXL, 82-3, 
122; Anderson, "Catalogue Raisonné," Part I, 186; Cantus pulcriorum invenire. 
 80 Note that the MS OxRawl does not contain music but texts only. 
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4.4 Cadences in the Neume-against-Neume Style without Melismas 
 The versus and conductus examined in this chapter have many similarities at cadence points. 
Although the third is used in less significant places and with less frequency in the versus repertory 
than in the later conductus repertory, in the cadences of the versus it appears as a result of the voice 
leading before the final or other last interval of the cadence.81 The conductus use these same 
intervals, although the fourth also plays a prominent role in the cadences of some of the conductus. 
 The Aquitanian works investigated in this chapter are of such short duration that each 
cadence was examined. The conductus are longer works, and I determined the significant cadences 
by looking at the places where the end of a phrase of music coincided with a full stop at the end of a 
section of the text. 82 These full stops occur at the ends of some lines of text in F.83 The cadences in 
the Aquitanian works are listed in Table 4.4 below. 
  
                                                
 81 Leo Treitler observes that "the conventional D-mode cadence in which the melody 
descends to the lower accessory c before settling on the final, is expressed vertically in two parts as 
the third c-e settling on the final d." See Treitler, "The Polyphony of St. Martial," Journal of the 
American Musicological Society 17.1 (1964): 39-40. 
 82 In the case of Nove geniture, this also includes the cadence that concludes line 6, because 
although there is no full stop there in F, it is clearly the conclusion of the stanza: the following line 
is a refrain common to all the stanzas. Even though the sense of the text means that the refrain does 
not stand as a statement on its own but completes the ideas in the preceding lines of the stanza, the 
strength of the cadence (a third to a unison on the final) also contributes a sense of finality to make 
this an important cadence. 
 83 These full stops seem to be used far less frequently in W1, where the text seems copied 
closer together than in F.  
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Table 4.4 
Cadential Progressions in the Neume-against-Neume Aquitanian Versus Repertory84 
















4-5-6-6  (Carlson)                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                         
4-4-5-6 (van der 
Werf) 
5-7-5 











 The cadential progressions of Verbum patris umanatur are highly idiosyncratic.85 The 
cadences of the first two lines are created by parallel fifths and the exclamation in the text: line 1 
has a unison moving to a second, followed by the two repeated fifths on the same pitch; line 2 has a 
fifth moving up a step to the same two fifths on the same pitch as in line one (see Examples 4.1a 
and 4.1b below). Although these pairs of fifths are aurally identical, the pair in the first line has the 
final in the upper voice and the fifth above the final in the lower voice. In the pair in the second 
line, the lower voice has the final and the upper voice the fifth above. This use of repeated parallel 
motion at cadences is a feature of some Aquitanian works. Fuller notes that where parallel intervals 
occur at cadences in the Aquitanian repertory, the voices use "text and ... melodic ornamentation for 
their cadential effect."86 The repeated exclamations of "a" (or in the Cambridge 17 and Moosburg 
versions, repeated "o") create a distinctive ending to these opening lines of the work, reducing the 




                                                
 84 The reader is directed to the second volume of van der Werf's Oldest Music, which 
contains transcriptions of all the Aquitanian works discussed in this and the following chapters. 
Verbum patris may be found on page 162, Congaudet hodie on page 78, and Catholicorum concio 
on page 91.  
 85 See also Fuller's examination of the three-part version of Verbum patris in Cambridge 17, 
where she discusses "patently unstable sounds" which "give extra impetus toward the stable arrival 
on the last odd syllable of each line." She notes that Verbum patris "may or may not have been a 
singular work in its day." See Fuller, "Early Polyphony," 550-553. 




Example 4.1a. Verbum patris umanatur, cadence of line 1 (transcription after van der Werf, Oldest 
Music, vol. 2, 162).  
 
 
Example 4.1b. Verbum patris umanatur, cadence of line 2 (transcription after van der Werf, Oldest 
Music, vol. 2, 162).  
 
 The cadence at the end of the fourth line concludes the stanza. The notation is not easy to 
read or align in this part of the work, and Carlson, van der Werf and Fuller all read this section of 
the notation differently. Fuller changes the alignment of the neumes to end the stanza on a fifth 
rather than a sixth; in order to do this she breaks a two-note neume in the lower voice.87 Carlson and 
van der Werf transcribe the notes as they appear; I have a preference for these transcriptions since 
they do not break the neume (see Examples 4.2 and 4.3 below). The intervals in Carlson's 
transcription at the end of the fourth line are a fifth followed by a pair of sixths, and in van der 
Werf's transcription they are a pair of fourths followed by a fifth and a sixth. The parallel sixths in 
Carlson's transcription suggest a work that has a very unusual cadence indeed; even the reading of a 
fifth going to a sixth in van der Werf's transcription is uncommon. Given that the exclamations 
concluding lines 1 and 2 make use of repeated parallel intervals, it is possible that a pair of parallel 





                                                
 87 See Carlson, "Devotion to the Virgin Mary," vol. 2, 546, note 2. Carlson notes that Karp 
also adjusted the neumes to make the reading more consonant. 
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Example 4.2. Verbum patris umanatur, cadence of line 4 (transcription after Carlson, "Devotion to 
the Virgin Mary," vol. 2, 546-7).  
 
 
Example 4.3. Verbum patris umanatur, cadence of line 4 (transcription after van der Werf, Oldest 
Music, vol. 2, 163).  
 
 The final cadence is also unusual: on the word "gaudia" the voices move from a fifth to a 
seventh and back to a fifth again (see Example 4.4 below). This interval of a seventh that does not 
move to an octave in such a significant place is perplexing. Although the voices move outwards in 
the Aquitanian style at cadences, they do not create an interval here that seems appropriate for a 
cadence at all: if they had moved inwards, they would have created the strong cadential progression 
of a fifth moving to a third then back to a fifth again. Supposing that the composer was working 
from a pre-existing lower voice, and moving inwards to a third was not possible, it might have been 
more in keeping with the rest of the song to change the upper note only to a c, thereby creating 
another series of parallel fifths. It is also possible that what the composer created and what the 
notator wrote differed substantially. 
 
 
Example 4.4. Verbum patris umanatur, cadence of line 5 (transcription after van der Werf, Oldest 
Music, vol. 2, 163).  
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 The cadential progressions of Catholicorum concio move between more consonant intervals 
(as well as thirds) by short chains of less consonant passing intervals (see example 4.5 below). 




Example 4.5. Catholicorum concio, cadences of lines 1 and 2 (transcription after van der Werf, 
Oldest Music, vol. 2, 91).  
 
 The cadential progressions in Congaudet hodie are Aquitanian stock figures in the 
symmetrical style (see Example 4.6 below). The first line concludes with a crossing figure and the 
intervals 5-1-5. The fifths comprise the final and fifth above, with the last interval of the cadence 
having the final in the lower voice. The unison is on the third above the final, where it functions as a 
"unison pivot" between the swapping voices of the pair of fifths. The figure that concludes the 
second line is a diverging figure, where the voices move out from a unison to a third and then to a 
fifth. The voices begin on the final, then move a step away on either side, then another step away to 
conclude a fifth apart on the third above the final and the third below it. The third line ends with the 
exact aural reverse of this pattern: it creates a contracting figure, and the only difference is that each 
voice sings the pitches given to the other in the previous diverging figure.89 
 
 
Example 4.6. Congaudet hodie, cadences of lines 1, 2 and 3 (transcription after van der Werf, 
Oldest Music, vol. 2, 78).  
                                                
 88 Fuller, "Aquitanian Polyphony" 307-8. 
 89 For Fuller's discussion on the use of the third above the final as a "unison pivot," see 




 The conductus under examination contain more significant cadences per work than the 





Cadential Progressions in Selected Neume-against-Neume Conductus without Melismas in F 
 






Frater iam prospicias 


























Heu quo progreditur 








O varium fortune lubricum 












Si deus est animus 























Non habes aditum  


















Ver pacis aperit 






A.7) 9 1-3-5 
Nove geniture 












Vite perdite me legi 










Ave nobilis venerabilis Maria 
















 The conductus discussed here have more variety in their cadences than the versus examined 
above. There are many cadences, however, that contain the same intervals that are used most 
commonly in the Aquitanian repertory; moreover, some works have only these Aquitanian cadential 
progressions. For instance, O varium fortune lubricum has five cadences that make use of strong 
intervals; lesser intervals are only used by the voices as passing intervals. The cadence that 
concludes phrase 6, for example, moves from an octave via a seventh, to a fifth, and the seventh 
occurs only as a result of expected voice leading. The use of the second between the third and 
unison in phrase 14 is also a very straightforward and foreseeable addition to the cadence. Nove 
geniture also makes use of the same intervals used in the versus repertory for its cadences: no 
cadence uses intervals apart from unisons, thirds or fifths. 
 Another sub-group of conductus uses these intervals as well as the fourth. Ver pacis aperit, 
for example, has in its cadence in phrase 2 the progression of a unison moving to a fourth and then 
to a fifth. The rest of the cadences are the same as those in the Aquitanian cadential progressions, 
using only unisons, thirds, fifths and octaves as significant intervals. There are several other works 
that contain fourths in their cadences: Veneris prosperis has a single fourth in its final cadence, and 
although it follows a third and a second, each of the notes is short. The third does not seem to have 
any more weight than the fourth in this instance.  
 Frater iam prospicias, Si deus est animus, and Ave nobilis venerabilis Maria each have two 
cadences that contain fourths. The first two works have one progression of a fourth to a fifth; Ave 
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nobilis venerabilis Maria has two cadences that move from a fourth to a fifth via a second.90 In 
addition to this, the cadence that concludes phrase 16 in Frater iam prospicias contains a two-note 
ligature of a third and a fourth. The second usage of the fourth in Si deus est animus is more 
unusual: phrase 9 concludes with a brief, four-note flourish in both voices. This flourish consists of 
three consecutive parallel fourths followed by a unison. There are two other conductus with 
cadences containing consecutive parallel intervals: these will be discussed shortly.  
 Non habes aditum has the largest proportion of cadences that include fourths. Of its eight 
cadences, five contain fourths; the use of fourths far outnumbers the use of fifths in this work. The 
interval pattern 4-3-1, with the first two intervals always appearing in a two-note ligature, occurs at 
the ends of phrases 9, 11 and 17 (see Example 4.7 below). Although it occurs on different pitches, 
this pattern gives a sense of cohesion to the concluding part of the work. 
 
 
Example 4.7. Non habes aditum, phrases 9, 11 and 17.  
 
 In addition to Si deus est animus, Heu quo progreditur and Vite perdite me legi have 
cadences that include parallel intervals. Heu quo progreditur has three important cadences. The 
first, concluding phrase 2, uses intervals that would not be out of place in the Aquitanian repertory: 
an octave, followed by a seventh created by a passing interval between the two stronger intervals 
(which as the second note in a two-note ligature would possibly have more weight than the interval 
before it) and a fifth.  
 The second cadence, concluding phrase 4, might be considered in terms of a movement from 
the final and its octave on the antepenultimate syllable to the unison on the fourth above the final on 
                                                
 90 Note that these two cadences in Ave nobilis venerabilis Maria are identical and are part of 
the flourish that concludes phrases 2 and 4, hence their appearance in this group even though the 
use of intervals in this work is like that of the Aquitanian repertory; this use of intervals will be 
discussed later. Catholicorum concio also contains less strong intervals in such a position. 
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the last syllable (see Example 4.8 below). This creates a converging figure across the three 
syllables. Both voices move in stepwise motion on the penultimate syllable, which contains three 
notes in the lower voice and a two-note ligature in the upper voice. The progression is therefore a 
sixth moving to a fourth then to a third, concluding on the final syllable with a unison. The intervals 
of the penultimate syllable move quickly, and like the Aquitanian usage of such intervals, they 




Example 4.8. Heu quo progreditur, phrase 4. 
 
 The third cadence, in phrase 8, concludes the work. Like the second cadence, the phrase is 
made up of many passing notes as it moves between the unison on the fourth-last syllable to the 
fifth on the last. The penultimate syllable contains two two-note ligatures in both voices, and the 
intervals used are a fifth followed by three thirds. The first two of the thirds are identical in pitch; 
the next interval is a step lower. They resolve by step to a fifth, with the final in the upper voice and 
the fifth above it in the lower voice. 
 Vite perdite me legi also contains parallel intervals in one of its cadences, in addition to the 
use of fourths in the cadences in phrases 2 and 6. The cadence in phrase 6 also concludes on a sixth, 
unlike any other conductus in this group of ten. The cadence concluding phrase 4 has consecutive 
parallel seconds on the penultimate syllable (see Example 4.9 below). The music of the syllables 
before and after the highly unusual setting of this syllable is identical: both the antepenultimate and 
the concluding syllables have the final in the lower voice and the fifth above the final in the upper 
voice. It is possible that there is a copying mistake here: the similarity between the two ligatures 
may have meant that the voices were supposed to be a third apart or in unison.91 Although seconds 
are used as passing notes in cadences in the conductus repertory, consecutive parallel seconds are 
not found in any other cadence in this group of ten conductus. It also seems possible that the sixth 
                                                
 91 A movement from a second to a fifth is not unheard of in these repertories, however. See 
the discussion of Congaudet hodie in 4.7 below. 
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that concludes the sixth phrase is a scribal error; again, none of the other cadences conclude with a 
sixth between the voices: a fifth seems far more likely. 
 
 
Example 4.9. Vite perdite me legi, phrase 4. 
 
 The use of cadential progressions is varied in the conductus repertory but can be described 
as either having essentially the same kinds of progressions as the versus repertory, or adding to this 
the use of fourths. As they are in Catholicorum concio, less strong passing intervals may be found 
in some conductus cadences. Like those in Verbum patris umanatur, repeating (and also 
consecutive) parallel intervals can also be found in the cadences of the conductus repertory. 
 
4.5 Interval Analysis Methodology 
 My approach to analysing the use of intervals in the versus and conductus repertories 
involves first documenting each interval used in the works investigated in Chapters 4, 5 and 6. In 
places where the alignment of the voices is straightforward (such as syllables with note-against-note 
texture, or neume-against-neume sections where the neumes have the same number of notes in each 
voice) the intervals are easy to determine. However, a defining characteristic of the Aquitanian 
versus repertory, which also occurs in many early conductus, is an approach to text setting which 
often sees neumes of differing numbers of notes in the upper and lower voices.92 In these instances, 
where the alignment is unclear, choices must be made about the way that the neumes may be 
aligned. I have chosen to follow the approach of Fuller and Carlson. They align the intervals that 
will give the most consonant reading within the neumes.93  
 Some intervals within neumes are more significant than others. Fuller acknowledges this in 
her analytical transcriptions, where quavers and semiquavers represent notes that make more and 
less significant intervals in the structure of the neume and at a broader level in the structure of the 
                                                
 92 See Richard Crocker, "Rhythm in Early Polyphony," Current Musicology 45-47 (1990): 
153-8. 
 93 Fuller, "Aquitanian Polyphony," vol. 1, 338; Carlson, "Devotion to the Virgin Mary," vol. 
2, 313. Note that this approach differs from that of Karp, who also looks for more consonant 
readings, but moves the alignment of neumes so that syllables begin on their last note. See Chapter 
2, section 2.4, where Karp's approach is discussed in detail. 
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phrase.94 I have sought to represent this in my own analysis by observing the way that intervals are 
used within neumes and making a distinction between more significant intervals and less significant 
intervals. In the tables of intervals that follow, I set forth for each interval its total number of uses in 
the work, and also the number of these uses which are less significant than the others. These less 
significant intervals are termed "passing intervals." 
 In the early conductus repertory I was guided by importance of consonance in the alignment 
of neumes, as well as the use of ligatures in the manuscript and by special note forms. It is not easy 
to determine the alignment of intervals when a two-note ligature in one voice corresponds to three 
notes on one syllable in the other voice. I have therefore chosen to usually align the first note in the 
two-note neume with the first note of the three-note neume, and the second note of the two-note 
neume with the second and third notes of the three-note neume. When special note forms such as 
the binaria with the extended first note are used, this provides further information about the 
alignment of the voices, and suggests that the opposite alignment would occur. In this case, the first 
two notes of the three-note neume correspond with the first note of the two-note neume. This is of 
course one way that the voices could fit together, but given the absence of clear evidence it is 
certainly not the only way. 
 Having tabulated the frequency of use of each interval in the works, I then examined the 
way that the intervals were used within the context of each versus and conductus. In particular I 
examined the role of the third in both repertories: in addition to its frequency of use, I investigated 
whether it began or concluded any of the phrases, whether important words within the text featured 
thirds prominently, and whether thirds are used as consecutive parallel intervals. I also observed 
whether fourths were used in prominent ways in these works. From my observations about the way 
that thirds are used in the two repertories, I was able to assign the conductus to three groups that 
reflect their chronology and interval usage attributes: the Organum Interval Group, which has the 
same interval usage as the third phase organum works of the Aquitanian versus repertory; the 
Transitional Interval Group, which contains works that have a higher number of thirds and/or thirds 
in more significant places; and the Discant Interval Group, which contains works that have a large 
proportion of thirds which are also used in significant places. 
 
 
                                                
 94 See Chapter 2, section 2.2.2, where Fuller's analytical approach is discussed. Note that 
Carlson uses unstemmed noteheads in her transcriptions and does not suggest through her notation 
which pitches or intervals are more significant than others. Places in the versus investigated in the 
present study where my own assessment of more and less significant intervals differs from that of 
Fuller are noted in the tables of intervals. 
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4.6 Use of Intervals in the Aquitanian Versus Repertory: Neume-against-Neume Works without 
Melismas 
 An analysis of the frequency of the use of intervals in the versus repertory reveals which are 
the most significant in the works. The intervals used in the neume-against-neume versus and 
Benedicamus Domino versus are listed in Table 4.6. Since Fuller, Carlson and van der Werf all 
transcribe Verbum patris umanatur with significant differences (see Examples 4.10, 4.11 and 4.12 
below), it is necessary to note the intervals for each of their transcriptions separately. Fuller changes 
the alignment of the neumes to end the stanza on a fifth rather than on a sixth; to do this she breaks 
a two-note neume in the lower voice.95 I have based my comments primarity on van der Werf's 
edition. Other works with much clearer notation agree in editions by these three scholars. 
 
 
Example 4.10. Verbum patris umanatur, line 4 and beginning of line 5 (transcription after Fuller, 
"Aquitanian Polyphony," vol. 3, 73).96 
 
 
Example 4.11. Verbum patris umanatur, line 4 and beginning of line 5 (transcription after Carlson, 
"Devotion to the Virgin Mary," vol. 2, 546-7.  
 
 
                                                
95 See Carlson, "Devotion to the Virgin Mary," vol. 2, 546, note 2. 
 96 Fuller states that the notes in the square brackets are a tone lower in the manuscript. 
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Example 4.12. Verbum patris umanatur, line 4 and beginning of line 5 (transcription after van der 
Werf, Oldest Music, vol. 2, 163).   
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Table 4.6 
Intervals Used in the Neume-against-Neume Aquitanian Versus without Melismas 
































0 5 4 5 1 2g 0 0 
Congaudet 
hodie 




0 0 0 0 0 0 n/a n/a 
Catholicorum 
concio 




0 1 1 3 1 2 3 0 
  
a The number of intervals in each line also includes the number of passing intervals: it is the total of 
all the intervals of that particular kind. 
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b My description of a passing interval does not always correspond with Fuller's notation for a less 
important note. I usually describe intervals that are not the most important in each neume as passing 
intervals. Fuller sometimes allows for more than one important note in each neume. 
c It is usual for the last note of a neume to be more consonant than the others; over "(nes-)ci-(a)," 
however, the intervals progress from a fourth to a third to a second (note that Fuller's transcription 
differs at this point and does not have this progression). It is therefore possible that the second that 
concludes the syllable is supposed to be the most significant interval in the phrase, however it is a 
much weaker interval than a fourth or a third, so it is perhaps possible that the second is supposed to 
be a passing interval, despite its position in the neume.  
d For the same reason discussed above, the number of fourths that are passing intervals are unclear. 
e In addition to these two passing sixths, there are two consecutive parallel sixths on the syllable         
"(E-)ya." 
f Van der Werf's transcription has the same ambiguities as Carlson's concerning the importance of 
the final interval of a neume; these are not always the most consonant intervals. 
g Like Carlson's transcription, there are a pair of consecutive parallel sixths on the syllable "(E-)ya," 
in addition to the two passing intervals. 
 
 
 The C-IV version of Verbum patris is a work that fits within the Transitional Interval Group. 
It uses fifths as its most common interval. The next-most common interval is, somewhat unusually, 
the fourth. In the Aquitanian repertory, fourths are treated as secondary consonances. In Verbum 
patris, fourths are sometimes found in more prominent positions than secondary consonances would 
normally be. Although they do not occur at the beginning and end of phrases, they are used at the 
start and end of words: see "u(-manatur)," "pu(-e-)la," and "(vi-)ri" (see Example 4.13 below). 
There is also a pair of consecutive parallel fourths on the final syllable before the refrain, followed 
by a fifth and a sixth (see Examples 4.11 and 4.12 above). It would seem that fourths in this work 
have more prominence than they do in many other works in the Aquitanian repertory.97 
 
 
                                                
 97 The versus Orienti oriens, discussed in Chapters 5 and 6, is another versus with a 
prominent use of fourths. 
 124 
 
Example 4.13. Verbum patris umanatur, first two lines (transcription after van der Werf, Oldest 
Music, vol. 2, 163).  
 
 Thirds are the next most frequently used interval. One line ends on a third, which gives this 
interval more prominence than is usual in the Aquitanian repertory: the final syllable of the third 
line of text, "(salutata fecunda-) tur" begins with a fourth that moves to a third. 
 Unisons are used less frequently than fourths or thirds, and sixths are the next most common 
interval. The use of sixths in this work is also somewhat unusual. A sixth forms the second interval 
of the third line of text, where it echoes the melodic line at the opening, although on a different 
pitch and with different intervals. The next sixth concludes the stanza, a situation so unusual that it 
prompted Fuller to break up a neume in order to end the stanza on a fifth instead.98 The final two 
sixths are a consecutive parallel pair, the second of which is made by the final note of a liquescent 
neume.  
 Although there are only two octaves in this work, they are significant as they begin lines 1 
and 3. The first octave is on the final and the second is on the subfinal. There is one seventh in this 
work, which is the penultimate interval mentioned in the earlier discussion on cadences.  
 Repeating and consecutive parallel intervals, particularly fifths, are a significant feature of 
Verbum patris. The most clearly defined are the repeating fifths that accompany the syllables "a" 
and "o" (or "o o" in the other versions of the work) on the same pitches at the end of lines 1 and 2 
(see Example 4.13 above). The use of consecutive parallel sixths at the end of the stanza, 
immediately before the refrain, seem very unusual, as do the consecutive parallel sixths on the 
syllable "(E-)ya." It is impossible to know whether these are copying mistakes or intentional 
choices on the part of the composer. 
 Unlike other works in the Aquitanian versus repertory, which use unisons, fifths and octaves 
as their most significant intervals, Verbum patris has a strong emphasis on fifths, fourths and then 
thirds. Thirds are not used in a very significant way: only one word, "fecundatur," begins with a 
third, and the only consecutive parallel thirds occur in the melisma on the word "Eya," at the start of 
the refrain. The relatively small number of unisons means that this work does not fit into the 
Organum Interval Group as do the other versus examined in the present study. The number of thirds 
                                                
 98 Fuller, "Aquitanian Polyphony," vol. 3, 73. 
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in important places in this work is very small: they do not begin or end phrases, and only occur once 
at the beginning of a significant word; this work therefore cannot be assigned to the Discant Interval 
Group. The use of intervals in this work therefore suggests that this work belongs in the 
Transitional Interval Group. Since Verbum patris umanatur is a late addition to C-IV,99 this use of 
intervals may be further evidence that this work is later than the rest of the Aquitanian repertory. 
 Congaudet hodie is the only work in the Aquitanian repertory that is set entirely in note-
against-note style; therefore, this is one of the few works in the repertory for which there is no 
ambiguity about the way the voices fit together. Both voices have the same range, which is based 
around the final, G, and its fifth above, and they both extend down to the fourth below the final. 
Both voices are entirely equal in this work (see Example 4.14 below). 
 
 
Example 4.14. Congaudet hodie (transcription after van der Werf, Oldest Music, vol. 2, 78).100 
 
 The most common intervals in Congaudet hodie are unisons and fifths, placing this work in 
the Organum Interval Group. There are twelve of each interval; however, fifths appear in more 
prominent positions than unisons. Fifths begin and end every line, except for the unison conclusion 
of the last line. Unisons feature more significantly before and after the caesura in each line: four of 
the six intervals are unisons, while one is a fifth, and a second occurs after the caesura in the second 
                                                
 99 Fuller, "Aquitanian Polyphony," vol. 2, 450-1. 
 100 Note that the arrows in van der Werf's edition mark the place where the music moves to a 
new system in the manuscript. He also uses double arrows to show when the music continues across 
a page turn. 
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line. This seems like far too weak an interval to be in such a position, and it is possible that this 
second is a copying mistake.101 More likely in this position is perhaps a unison on the note a, and 
the repeated interval would not be dissimilar from the fifths that occur at the end of the first line and 
again at the start of the second line, and also at the end of the second line and start of the third line. 
A third might be used in such a position, with the lower voice moved down a tone, although this 
work does not have any other thirds in such significant positions, which would be unusual for the 
Aquitanian repertory. There are also no repeating notes on the same pitch in one voice alone, which 
would be created if the lower voice was a tone lower; where repeating notes occur elsewhere they 
are in both voices and create repeating parallel intervals.  
 Thirds are the next most common interval used in this work. They are used most often 
because they arise from contrary motion between the unisons and fifths, and fill in the leaps 
between these intervals, for example in the opening three intervals of lines 1 and 2. As noted above, 
thirds are not used in significant positions, such as at the beginnings or ends of lines. Since van der 
Werf observes that the accentuation for Congaudet hodie changes from stanza to stanza, there are 
no places where consistent accentuation could also place the use of thirds into a more prominent 
position.102  
 There are only three fourths in Congaudet hodie, and these are treated as secondary 
consonances. They do not appear in significant positions such as the ends of lines, although they 
often correspond with accented words across the stanzas: the fourth on syllable four of the first line 
is accented in the first three stanzas of text but not the fourth stanza. The other two fourths occur in 
the first half of the second line, on the fifth and sixth syllables, and create consecutive parallel 
fourths. Although they fall between two unisons, which is appropriate placement for an interval 
such as a fourth, they seem very much out of place when the first six notes of the second line are 
compared with the first six notes of the first line.  
 It is impossible to know whether line 2 is supposed to be the same as the first line in this 
work, but the similarities between the two lines, and the way that fourths and repeating parallel 
intervals are treated elsewhere in this work suggests that the second line does not match the use of 
intervals and voice leading in the rest of Congaudet hodie. Line 1 and line 2 begin in an identical 
fashion, and the first four syllables of line 2 are the same as those in line 1. The fifth note in the 
lower voice is also the same in both lines. The fifth and sixth notes in the upper voice in line 2 may 
                                                
 101 Ferreira's observations on the use of the second from the time of the observations of 
Guido of Arezzo up until the thirteenth century show that the status of the second as an interval 
changed from being considered less dissonant to more dissonant during this time. He also notes that 
a second moving to a fifth is a relatively standard progression when seconds are used. See Ferreira 
290-298, especially 294. 
 102 Van der Werf, Oldest Music, vol. 1, 77. Van der Werf shows the accentuation for the first 
four stanzas of the work: those that appear in D-I. 
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perhaps have been copied a third too low. If this were indeed the case, it would seem that the scribe 
has become aware of the mistake and tried to correct the error somewhat by changing the sixth 
syllable of the lower voice to make a unison with the sixth syllable of the upper voice, which had 
already been copied incorrectly.  
 There are two seconds and one sixth in this work. The second on the third syllable of the 
third line seems to be chosen because of the voice leading. The interval could have been a unison if 
the upper voice was a tone higher. One wonders whether the leap of a descending fourth down to 
the fourth syllable would have been considered out of keeping with the melodic lines: these do not 
move by more than a third anywhere in the entire work. To emend the lower voice would give 
either two pitches on f or two on a, which again would be out of character with the rest of the work, 
as repeated notes in one voice against a change of pitch in the other voice is not a feature anywhere 
else in the work. However, a second moving to a fifth, as this one does, is not an unusual treatment 
of this interval.103 
 The other second seems to be in a strange place: it begins the second half of line 2, after the 
caesura. As mentioned earlier, a second in such a prominent place does seem to be a mistake, and in 
this case is one that would be easily rectified. The g in the lower voice, if it is amended to an a, 
makes a unison which repeats the interval before the caesura. This repetition of pitch before and 
after a break (either the end of a line or a caesura) is a feature of this work: line 1 concludes with a 
fifth that is repeated as the opening interval of line 2, and line 2 concludes with a fifth that is the 
opening interval of line 3. The interval before the caesura in line 1 is a unison, and that after the 
caesura is a unison one semitone lower. The interval before the caesura in line 3 is a fifth moving to 
a unison after the caesura; three of the pitches in these two intervals are identical. The way that the 
voices move both at the ends of lines and before and after the caesura appears to follow a careful 
plan that involves repetition of pitch and often repetition of the strongest consonances. A second 
clearly does not fit this pattern; a unison does. 
 The least commonly used interval in Congaudet hodie is the sixth. There is only one sixth, 
which is on the fifth syllable of the first line. If there is a copying mistake in the second line, then 
this line would also contain a sixth rather than the second fourth of the pair. If the seconds discussed 
above are also copying mistakes, then this work is based so strongly on the most consonant 
intervals that the fourth followed by the sixth in the first (and perhaps second) line make up the 
most intervalically diverse part of the work. This is undoubtedly also due to the syllabic nature of 
the text setting: the more syllabic a work, the more consonant the intervals. 
 There are a few examples of the symmetrical style in Congaudet hodie. Because the work is 
so short, it lacks the repetition of symmetrical figures that make the use of the symmetrical style so 
                                                
 103 See Ferreira's comments in note 101 above. 
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distinctive in other works. One example is the use of the third as a unison pivot between a pair of 
fifths that swap notes between voices: this occurs on the word "curia," at the end of the first line, 
and involves the final and fifth above the final. This also creates a crossing figure. Another use of 
the third as a unison pivot and a crossing figure is in the third line, on the word "virgine;" this 
example is a fourth lower than that in the first line. Because many of the fifths have thirds 
immediately beside them, there are not so many opportunities for them to form figures in the 
symmetrical style; the lack of octaves in Congaudet hodie also precludes much use of the 
symmetrical style.  
 Catholicorum concio differs from Congaudet hodie in two ways that influence the choice of 
intervals used: it has a d final, rather than a g final, and it includes more than one note to a syllable 
in the first of its two lines (see Example 4.15 below). The most common interval is the fifth: there 
are ten fifths, only one of which is a passing interval. The next most common interval is the octave; 
this work has a D final and the work is strongly based on the movement of the voices away from 
and back towards the interval of an octave. The importance of the fifths and octaves place this work 
in the Organum Interval Group. The voices are a fifth to an octave apart most of the time. The 
octaves on the opening syllable (two octaves moving to a seventh and then back to an octave) 
would appear to be, rather than passing intervals, an opening tuning ornament that appears in the 
Aquitanian and Notre Dame organum repertories.104  
 
 
Example 4.15. Catholicorum concio (transcription after van der Werf, Oldest Music, vol. 2, 91).  
 
 The voices only move to a unison three times in Catholicorum concio. The next most 
commonly used intervals are fourths and sevenths: there are three of each, and all are used as 
passing intervals. This is not surprising given that these intervals are adjacent to the fifths and 
octaves, and serve to ornament them. Thirds are less common than fourths and sevenths. There are 
                                                
 104 Van der Werf (Oldest Music, vol. 1, 132-3) discusses the way in which performers may 
have moved between more and less consonant pitches at the beginnings of works to arrive at a 
strong consonance. He gives examples from both the Aquitanian and Notre Dame repertories of 
works where this may have occurred at the outset of the work. This may be a variation on the 
movement from seventh to octave discussed in what Fuller terms the "London/Naples" treatise. See 
Fuller, "Twelfth-Century Polyphony," 525. 
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two thirds, and one of these is a passing interval. Thirds are not used between fifths and unisons in 
the way that they are in Congaudet hodie: one of the thirds is an ornament and one is an interval 
that moves between an ornamented fifth and an ornamented octave at the end of the first line.  
 There are two sixths used in Catholicorum concio. These are both passing intervals: one of 
them appears in the 6-7-8 progression that moves to the upper final to conclude the first line, and 
the other is used as an ornament moving to a fifth, as part of the ornamented descent from the upper 
final to the lower final that characterises the opening of the first three syllables. The single use of a 
second also appears as part of this opening descent. Only the fourth is missing from the descent; all 
other intervals are included. 
 In keeping with Fuller's observations, the ornamented syllables that have the more florid 
style contain all of the seconds, thirds, fourths, sixths and sevenths. The strictly note-against-note 
section uses only the intervals of unison, fifth and octave.105 There are no figures from the 
symmetrical style in this work, and there are no patterns created by the intervals alone. There are 
several instances of consecutive parallel motion in this work: there are two fifths sung to the 
syllables "(su)-mo su(-mo)," and following these are two more parallel octaves, sung to the 
syllables "(su)-mo cum." These are followed by more consecutive parallel fifths on "gau-di(-o)." 
The second fifth is ornamented: it moves from a fifth to a fourth and back to a fifth again. The use 
of consecutive parallel intervals therefore appears in this work in both the note-against-note and 
neumatic sections.   
 
4.7 Use of Intervals in the Conductus Repertory in the Seventh Fascicle of F: Neume-against-
Neume Works without Melismas 
 Although there is a perception that the third is always a prominent interval in the conductus 
repertory,106 the ten conductus in this chapter use intervals in three different ways that demonstrate 
the transition from the use of intervals in third phase organum to the use of intervals in thirteenth-
century discant. Those conductus assigned to the Organum Interval Group use the same significant 
intervals as the versus repertory:107 unisons, fifths, and depending on the range of the work, 
                                                
 105 Fuller, "Aquitanian Polyphony" vol. 1, 285. 
 106 Fuller describes the use of the third in the conductus repertory as "appear[ing] in 
important structural positions at the beginnings and ends of phrases" ("Aquitanian Polyphony," vol. 
1, 309). Since Fuller's comparisons between the two repertories are based on what appears to be 
certain sections of the conductus repertory only, this observation may not necessarily be applicable 
to all the conductus of the repertory; certainly it does not apply to Ver pacis aperit and Ave nobilis 
venerabilis Maria, works that are in the Organum Interval Group. Works in the Transitional Interval 
Group also do not have such a consistently significant use of thirds. 
 107 Note that Verbum patris, as a late addition to StM-CIV, uses intervals in a Transitional 
Interval Group way, not an Organum Interval Group way as do the other versus examined in the 
present study. 
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sometimes octaves. The conductus in this chapter in the Organum Interval Group are Ver pacis 
aperit and Ave nobilis venerabilis Maria. Works allocated to the Transitional Interval Group 
demonstrate an increasing use of the third and fourth. Works with this transitional use of intervals 
are Heu, quo progreditur, O varium fortune lubricum, Veneris prosperis, Non habes aditum and 
Vite perdite me legi. The Discant Interval Group contains works in which the third is one of the 
most significant intervals. This usage corresponds with that of the thirteenth-century conductus. 
Works in the Discant Interval Group are Nove geniture, Frater iam prospicias and Si deus est 
animus. Si deus est animus has an unusual use of intervals which is related to the work's form, and 
this issue will be discussed separately. 
 The Organum Interval Group contains works in which unisons, fifths and octaves are the 
most important intervals (see Table 4.7). There are two conductus in this category: Ver pacis aperit, 
written in 1179, and Ave nobilis venerabilis Maria. These conductus may well have been written at 
an earlier time than those in the other two categories, or use intervals in a way that is associated 









Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Ver pacis 
aperit 












5 3 6 7 7 8 3 1 
 
  
 In Ver pacis aperit (see transcription in Appendix A.7), unisons are the most common 
interval, followed by fifths. The number of signficant octaves and signficant fourths is the same, 
although there are six fourths also used as passing intervals. The next most common interval is the 
third; there are nine of these, and only three are significant intervals. Seconds and sixths are only 
used as passing intervals in this work.  
 The fourth is treated as a secondary consonance in Ver pacis aperit. It is always found 
between two very strong intervals. It is not always used only as a passing interval, however. There 
are fourths that begin the second and fourth phrases, although if the intervals are taken in order, the 
first to second phrase has the progression 1-4-5, and the third to fourth phrase has 5-4-1, so the 
fourths are between two much more consonant intervals. Thirds are not used significantly in this 
work, and they do not appear at the beginnings and ends of phrases. Thirds most often are used as 
passing intervals, sometimes with seconds created by the use of stepwise motion. 
 Ave nobilis venerabilis Maria (see transcription in Appendix A.10) has a very large number 
of fifths: these are the most prominent interval. Unisons and octaves have each only a third as many 
appearances as fifths; the next most common intervals are fourths, and then thirds. These intervals 
are treated as secondary consonances: fourths appear in the middle of words, and two appear in the 
repeated musical phrases that have the texts "cursum dirige" and "tuo remige" at the beginning of 
the second word of each phrase but are situated between a fifth and an octave, two very strong 
intervals (see phrases 6 and 8). In phrase 6, with the text "per hic in via," the least important word 
 132 
("in") has the fourth. Although thirds occasionally begin words or are set to a single syllable of text, 
they are not used at the beginnings and ends of phrases.  
 Seconds are used as passing intervals in three of their five appearances in the work, between 
a unison and a third on a single syllable. The other two appearances are in the brief flourish that 
concludes phrases 2 and 4 (see Example 4.16 below). The interval of a sixth is most often used as a 
passing interval; these are all linked with other intervals that make perfect consonances. Sixths that 
are not passing intervals appear in the flourish. Fuller observes a similar usage of these two 




Example 4.16. Ave nobilis venerabilis Maria, phrases 1-4.  
 
 There is some simplified use of figures from the symmetrical style in Ave nobilis venerabilis 
Maria. The first and third phrases (which are musically identical) have Fuller's "crossing figure," 
moving from a fifth to a unison and back to a fifth. The second part of phrase 10 ("per hec Maria") 
has Fuller's "diverging figure" that moves from a unison on the fourth above the final to an octave 
on the final. These figures seem to spring naturally from the voice leading, and are not extensive. 
 Works in the Transitional Interval Group have a more prominent usage of thirds and fourths 
(see Table 4.8). They usually do not exceed the number of unisons, but the placement of thirds and 
fourths is different from the works in the first group. These conductus show an intermediate usage 
of intervals, as the older interval usage style of the conductus in the Organum Interval Group 
changes slightly to include thirds and fourths in more significant positions. Conductus in this group 
are Heu quo progreditur, O varium fortune lubricum, Veneris prosperis, Non habes aditum and Vite 
perdite me legi.  
                                                
 108 Fuller, "Aquitanian Polyphony," vol. 1, 285. 
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Table 4.8 
Intervals Used in the Transitional Interval Group Neume-against-Neume Conductus without 
Melismas in F 
Conductus 
title 
Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Heu, quo 
progreditur 




















12 9 1 1 1 
Veneris 
prosperis 




7 14 17 9 3 1 3 1 
Non habes 
aditum 




4 15 10 11 6 1 n/a 0 
Vite perdite 
me legi 




4 3 4 8 7 1 n/a 2 
a Although it seems counter-intuitive to have a single repeating note, the pitch of the repeating notes 
is the same, and the interval of a third is created by movement in the other voice. 
b Veneris prosperis also contains one ninth, which is a passing interval. 
 
 
 The most often-used interval in Heu quo progreditur (see transcription in Appendix A.2) is 
the fifth. There are ten significant fifths compared with six significant octaves and five significant 
unisons, thirds and fourths in this work. The significant thirds are used like those in the previous 
group apart from a single instance: phrase 5 opens with a pair of repeating parallel thirds on the 
same syllable of text.  
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 Fourths are also mostly used like those in the Organum Interval Group of conductus, apart 
from the fourth which is Heu quo progreditur's opening interval. All other significant fourths are in 
places of less importance within each phrase. Of particular note in this work is the chain of 
consecutive parallel fourths - five in all - on the antepenultimate and penultimate syllables of phrase 
6 (see Example 4.17 below). Seconds, sixths and sevenths are all used as passing intervals, apart 
from a single sixth that appears as a significant interval due to the voice leading in phrase 4. 
 
 
Example 4.17. Heu quo progreditur, phrase 6.  
 
 The high number of fifths, unisons and octaves, as well as the high number of thirds, means 
that figures in the symmetrical style, or small parts of them, are found in many phrases of Heu quo 
progreditur. This seems, however, to be a coincidental outcome of the interval progressions, rather 
than a deliberate usage of the symmetrical style figures as they appear in the Aquitanian repertory. 
 The significant intervals in O varium fortune lubricum (see transcription in Appendix A.3) 
are different from those in Heu quo progreditur. The unison is by far the most significant interval 
used; every phrase contains at least one unison. The next most common significant interval is the 
third: there are eighteen thirds, sixteen significant fifths and twelve significant fourths, as well as a 
single significant octave. Thirds are significant at the beginnings of phrases 2, 3, 4, 14 and 16, and a 
third also concludes phrase 2.  
 Fourths are not used as secondary consonances in this work: they appear at the beginnings 
and endings of phrases (see phrases 11, 12, 13 and 15) and in between other less strong intervals 
such as seconds and thirds (see phrases 10, 11 and 12). 
 The passage in phrase 12 that has recurring patterns created by repeating notes has a much 
higher proportion of seconds and thirds than unisons: it is the most "florid" section in this work 
(albeit on a very small scale). Although the alignment of the voices is somewhat unclear in this 
section, the entire phrase contains 27 intervals and seventeen of these are seconds or thirds (see 
Example 4.18 below). Fuller's observation that florid sections in Aquitanian polyphony have a 
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higher proportion of seconds and thirds (as well as, she notes, sixths and sevenths) is also true of 






Example 4.18. O varium fortune lubricum, phrase 12.  
 
 Veneris prosperis (see transcription in Appendix A.5), like O varium fortune lubricum, also 
has the unison as the most significant interval, and the next most commonly-used intervals are 
fifths. Although octaves are used, they are not as significant as fourths, thirds, or even seconds. The 
large number of thirds that are passing intervals has a counterpart in the number of seconds: 
although there are only two seconds that are significant intervals, there are fourteen others used as 
passing intervals. Octaves are the second-to-least most commonly used interval, and this work also 
contains a single instance of a ninth, which is used as a passing interval. 
 The prominence of the fourth in this work can be seen not only in the number of fourths 
used, but also in the way that they are used. Fourths begin four of the seven phrases in Veneris 
prosperis. Thirds also behave differently from their usage in the conductus in the first group: they 
do not always appear between perfect consonances. They sometimes appear beside seconds, as 
passing intervals, and next to fourths. Phrase 2 begins with a third. The more embellished style of 
the work also accounts for its higher proportion of seconds, sevenths and thirds. 
 Non habes aditum (see transcription in Appendix A.6) has fifths and unisons as its most 
common intervals. There are three octaves, all of which are significant intervals, but the range of 
the voices does not include the upper final, and this has precluded the possibility of having octaves 
on the final.  
 The next most common interval after the unison is the third. Thirds are used in Non habes 
aditum in different ways: although they appear between unisons and fifths to facilitate the voice 
leading towards the end of phrase 1, for example, in the same way thirds appear in the Aquitanian 
                                                
 109 Fuller, "Aquitanian Polyphony," vol. 1, 285. 
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repertory,110 thirds are also used more prominently in phrase 7, where the voices move, for the most 
part, between unisons and thirds (see Example 4.19 below). There are only three places in the work 
where thirds begin or conclude any of the seventeen phrases: phrase 5, only three syllables long, 
concludes on a third, and phrase 13, also three syllables long, begins on a third, moves to a unison, 
then concludes on a third. 
 
 
Example 4.19. Non habes aditum, phrases 1 and 7.  
 
 Fourths may be found not only in the middle of words or between two stronger intervals: in 
phrase 3, the first two intervals are fourths. In phrase 6, the primary movement of the phrase is from 
a fourth (through another fourth, a third, and a second) to a unison. Phrase 9 also has a significant 
use of fourths: it has a pattern based on repeating intervals in which fourths feature prominently (see 
Example 4.20 below). The intervals are 4 4-3 1-2, repeating without the second as 4 4-3 1 to 
conclude the phrase.111 These fourths seem to play a more significant role in the structure of the 
phrases than do the fourths of much of the Aquitanian versus repertory.  
 
 
                                                
 110 Van der Werf, Oldest Music, vol. 1, 27. 
 111 Note that the repeat cannot be seen in the notes themselves; it is only the intervals that 
are the same. Fuller observes a similar occurrence in the versus Virga Jesse floriut ("Aquitanian 
Polyphony," vol. 1, 302). 
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Example 4.20. Non habes aditum, phrase 9.  
 
 Vite perdite me legi (see transcription in Appendix A.9) also has, like Non habes aditum, a 
small range for both voices: neither voice travels as high as the g' octave above the final. The most 
common interval in this work is the fifth, followed by the unison. Although there are four 
significant octaves, none of these are on the final, due to the narrow range of both voices.  
 The use of intervals in this work is very similar to that in the Organum Interval Group, 
except for two phrase endings and one phrase beginning. There are six thirds in this work that do 
not function as passing intervals, and they all come between stronger intervals, such as the plicated 
consecutive parallel thirds in phrase 1 which come between a fifth and a unison, apart from the third 
that concludes phrase 3. This third follows a fifth, and is an example of the increasingly significant 




Example 4.21. Vite perdite me legi, phrase 3.  
  
 Fourths are treated as secondary consonances in all places except at the start of the fourth 
phrase. This is the only fourth in the work that is a significant interval. The sixth that concludes 
phrase 6 seems unusual. A fifth would perhaps have been a more convincing ending to the phrase, 
although it is not easy to see which note would be amended if this interval resulted from a copying 
error. 
 There are three seconds in this work, all of which are passing intervals. Of interest is the pair 
of consecutive parallel seconds on the penultimate syllable of the fourth phrase. It seems possible 
that these could be a copying mistake of some sort, as they do make a very odd cadence as they are. 
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If the pitches of the two-note ligature in the upper voice are reversed, then the progression becomes 
fifth-third-unison-fifth, a much more likely progression given the general use of intervals in the rest 
of the work.  
 There are no discernable sequential patterns in Vite perdite me legi. Interest is created 
instead by the repetition of the lower line and variation of the upper line. There are no figures based 
on patterns of repeating intervals, and no figures from the symmetrical style, beyond those created 
by ordinary voice leading. There is considerable use of consecutive parallel motion.  
 The Discant Interval Group contains works in which thirds, fourths and fifths are the most 
important intervals (see Table 4.9). These may be conductus written at a later time or in a newer 
style than the conductus in groups 1 and 2. The conductus in this group are Nove geniture and 





Intervals Used in the Discant Interval Group Neume-against-Neume Conductus without Melismas 
in F112 
Conductus title Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Nove geniture 8 1 14 5 15 2 0 2 
Number of 
passing intervals 
1 1 5 3 3 0 n/a 0 
Frater iam 
prospicias 
54 22 70 35 73 6 1 4 
Number of 
passing intervals 
12 15 23 19 13 5 0 0 
 
  
 Although the text of Nove geniture (see transcription in Appendix A.8), as discussed in the 
Introduction, has a great deal in common with the poetic style of the Aquitanian versus composers, 
its use of intervals is quite different from that of the Aquitanian repertory. Fifths are the most 
important interval, followed by thirds and then unisons. There are small numbers of significant 
fourths, sixths and octaves, and a single second which is a passing interval.  
   As the second-most numerous interval, thirds are used in significant places. Three of the 
seven phrases conclude on thirds (phrases 1, 2 and 5), and the refrain opens on a third before 
moving to a fifth, another fifth, and back via a third to a unison. The thirds in this work are clearly 
important intervals (see Example 4.22 below). 
 
 
Example 4.22. Nove geniture, refrain.  
 
 There are only five fourths in this work, and three of these are passing intervals. However, 
the two significant fourths are at important places in the second phrase: they are the first and third 
intervals, with a unison between them. The repetition of the interval on different pitches on either 
side of a unison establishes this interval as an important one in the phrase. 
                                                
 112 Note that Si deus est animus also belongs in the Discant Interval Group, although it is 
discussed separately below. 
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 Nove geniture has no specific figures in the symmetrical style, other than those created by 
ordinary voice leading: for example, the final three syllables of the refrain contain a brief 
converging figure. There are five pairs of consecutive parallel fifths, including the last interval of 
phrase 4 and opening interval of phrase 5, and one pair of repeating parallel fifths.  
 The conductus Frater iam prospicias (see transcription in Appendix A.1) has two features 
that would suggest a later date for its composition than the works in the first two groups. Its position 
within the seventh fascicle of F (in Falck's second section, discussed earlier), as well as its possible 
authorship by Philip the Chancellor (see Anderson's suggestion in Table 4.3 above), hint at the 
possibility of a use of intervals that is later in date than many of the other conductus discussed in 
this chapter.  
 The most common interval in this work is the fifth, and the next-most common interval is 
the third. In total, there are 73 fifths and 70 thirds: the complete number of each interval is almost 
equal. Thirds do not only appear between more stable intervals but also in groups of parallel thirds. 
In phrase 11, for example, the opening fifth is followed by a series of four consecutive parallel 
thirds, before passing intervals of a second and another third: the phrase then concludes on a fifth 
(see Example 4.23 below). The fourth and fifth phrases are likewise heavily dependent on thirds: 
the opening interval of phrase 4 is a third, which is followed by a unison and then two further thirds 
to conclude the phrase (see Example 4.24 below). The following phrase continues the alternation of 
unisons and thirds: the opening third is followed by a unison, two more thirds, another unison, 
another third and a concluding unison. Thirds also appear at the beginnings and ends of phrases: 
eight of the 32 phrases begin on a third, while eleven begin on a fifth, seven on a unison, two on an 
octave and four on a fourth. 
 
 




Example 4.24. Frater iam prospicias, phrases 4 and 5.  
 
 The fourth is often used as a passing interval, or between two strong intervals, but it can also 
be found in positions that give it some importance, such as at the beginnings of phrases as 
mentioned above. Phrase 7, for example, opens on a fourth that is followed by a parallel fourth a 
step lower. Phrase 12 opens with the same descending parallel fourths on identical pitches, and 
these are followed on the third syllable by another fourth that moves to a third. 
 The conductus Si deus est animus (see transcription in Appendix A.4) is comprised of three 
different sections that each use intervals in a different way. These three sections correspond with the 
number of syllables in each line of the text: section A (text lines 1-5) has lines of seven syllables, 
section B (text lines 6-9) has lines of five syllables, and section C (text lines 10-13) also has lines of 
seven syllables. Each section is also set apart from the others through a different use of intervals; 










Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Section 
A 





5 8 10 14 12 1 3 1 





5 2 3 5 4 n/a n/a n/a 










for A, B 
and C 






14 11 18 25 19 3 3 1 
 
 Although the fifth is the most common interval in both section A and section B, the use of 
other intervals varies considerably between the two sections. Section A is the only one to use 
octaves, and having six significant octaves in this section, with the attendant sevenths and sixths 
that are created as passing intervals moving between fifths and octaves, sets this section apart from 
the others. Unisons are the third most common interval. The text setting in section A is more 
neumatic than in sections B and C, and this accounts for the high number of seconds, thirds and 
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fourths that are used as passing intervals in this section. Two phrases (2 and 5) begin with thirds in 
this section; phrase 1 begins with a fourth. 
 At the change to section B, the range narrows considerably. Now the fifth is the widest 
interval; fifths and unisons are most commonly used. There are therefore no sixths, sevenths or 
octaves; and almost all of the seconds, thirds and fourths are passing intervals. In this section, the 
text setting changes abruptly to a syllabic, note-against-note setting with a flourish on the final 
syllable of each phrase. These flourishes are also note-against-note or close to it in their text setting. 
There are no thirds or fourths at the beginnings and ends of phrases in section B, although there is a 
second at the end of the first phrase which appears to be a deliberate ornamental dissonance. 
 Section C begins with a slightly longer flourish than the flourishes in section B, and 
concludes with a flourish of similar length.113 Between the two flourishes the text setting is almost 
entirely syllabic. The flourishes function as bookends in this section, setting it apart from the other 
sections. The intervals are different again from those in sections A and B. Thirds are the most 
common interval in this section, followed by unisons and fifths, whereas fourths are primarily 
passing intervals. Fifths and unisons are the most important intervals to begin and end phrases in 
this section, although phrase 10 begins with a third and phrase 13 begins with a sixth. 
 Si deus est animus uses intervals in a different way from the other conductus in this chapter: 
it uses three different choices of intervals in the different sections, in addition to different text 
setting and use of flourishes, in order to create contrast throughout the work. Because this work has 
characteristics of some of each of the groups, an extensive use of thirds in section C, and two 




 The neume-against-neume conductus repertory without melismas in the seventh fascicle of 
F is varied in its use of subject matter, cadential progressions, poetic style, and use of intervals. 
Some of these works share certain stylistic characteristics with both the broader Aquitanian 
polyphonic repertory and the three works investigated in this chapter. Many conductus use the same 
intervals in their cadences as the versus examined here. The highly unusual use of intervals in 
Verbum patris may suggest a date considerably later than the rest of C-IV. It does not fit well with 
the musical characteristics of the rest of the Aquitanian repertory, and may undoubtedly be seen as a 
work peripheral to the repertory.  
                                                
 113 These are quite long flourishes; they could almost be considered melismas. However, 
they do not have the weight of the melismas discussed in Chapter 6. 
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 The use of intervals in this group of ten conductus shows that there is no one "conductus 
style" of interval usage; rather, the works have varying approaches to the frequency of intervals 
used and the ways in which these intervals appear in works. In particular, the use of thirds and 
fourths is not consistent across the repertory. The use of the third changes during the second half of 
the twelfth century, from the less significant interval that is in keeping with the versus usage of the 
third phase organum style, through a transitional period where thirds become more prominent, to its 
position as a significant interval in the conductus written at the end of the twelfth century and 
beginning of the thirteenth, using a discant approach. The grouping of Frater iam prospicias into 
the second section of the seventh fascicle of F, together with its possible ascription to Philip the 
Chancellor, and its chronologically later use of thirds and fourths, suggests that this work, Nove 
geniture and Si deus est animus belong to a group of conductus with a later compositional style 
which has moved clearly away from the works that have more features in common with the 





Neume-against-Neume Works with Melismas: Texted Sections 
 
5.1 Introduction 
 This chapter compares in detail the texted sections of four versus from the manuscripts StM-
C and StM-D, and eight conductus from the seventh fascicle of F. These works are in neume-
against-neume style and each work has a concluding melisma of modest length. The melismas of 
these works are examined separately in the following chapter. The focus of the comparisons made 
in this chapter is on the use of particular intervals in the texted sections of the twelve works. I also 
discuss text setting when there is a correspondence between images and significant words in the text 
and the intervals chosen. The differences between the use of intervals in the versus and conductus 
examined in this chapter document the transition that took place concerning the choice of 
significant intervals during the second half of the twelfth century. Sarah Fuller notes that the way in 
which thirds are used differs between the two repertories: in the versus repertory, thirds do not 
function independently, but in the conductus repertory they "appear in important structural positions 
at beginnings and ends of phrases; they occur on strong beats and are repeated in series."1 This 
observation describes later works in the conductus repertory and is not applicable to all conductus 
composed in the twelfth century.  
 In this chapter, the frequency and usage of the third is examined in order to determine which 
of the Conductus Interval Groups discussed in Chapter 4 correspond to the use of intervals in each 
of these versus and conductus. While there are no conductus discussed in this chapter that use thirds 
in the same way as the versus (in the style of third phase organum), four of the eight conductus 
show a transitional use of the third. In these conductus, the third does not wholly function as an 
independent interval, but is increasing in prevalence and significance. These works belong in the 
Transitional Interval Group. The other four conductus use thirds in the way that Fuller describes. 
These conductus share the same use of intervals with the later conductus repertory, and are assigned 
to the Discant Interval Group.  
 Vertical dividing lines are a feature of both repertories. Scholars disagree about the purpose 
of these lines in the Aquitanian repertory. Theodore Karp describes them as "an artificial 
convention that was judged convenient by the musicians of the time," and believes that they serve 
little purpose in explaining rhythmic, harmonic, or text setting practices. Hendrik van der Werf 
suggests that they were used as an aid to help the scribe write the voices in alignment with each 
other, although the text is sometimes so out of alignment with the music that the scribes must have 
                                                
 1 Sarah Ann Fuller, "Aquitanian Polyphony of the Eleventh and Twelfth Centuries," 3 vols, 
diss., University of California, Berkeley, 1969, vol. 1, 309.  
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used the vertical lines to align the two voices only, not the text as well. James Grier considers that 
the lines were written by the performers of the music, in order to have a clearer visual guide of how 
the voices might fit together.2 The use of the dividing lines is more prolific in some works than in 
others. In particular, the use of dividing lines in the texted sections of the versus Orienti oriens and 
the conductus Debet se circumspicere is investigated, in order to determine whether a common 
practice that assists the performer in establishing the rhythm of the texted section might have been 
in use. 
 
5.2 Works Investigated in this Chapter 
 Four works from the Aquitanian polyphonic versus repertory are examined in this chapter: 
Orienti oriens, Ius nature consumitur, Flore vernans gratie and Quam felix cubiculum. These 
versus are similar in their form and placement of melismas to the early conductus with melismas 
that are also discussed in this chapter. Three of the versus contain multiple text stanzas, and the 
other has text for a single stanza only. They all have relatively simple text setting ornamented by the 
use of flourishes and concluding melismas of moderate length. One also begins with a melisma. The 
details of these works are outlined in Table 5.1.3 The transcriptions listed in the table are those in 
the editions of Carlson, Fuller and van der Werf only. As discussed in Chapter 2, these 
transcriptions are the most useful in the present investigation. 
 
  
                                                
 2 Theodore Karp, The Polyphony of Saint Martial and Santiago de Compostela, 2 vols. 
(Berkeley: University of California Press, 1992) vol. 1, 135-6; Hendrik van der Werf, The Oldest 
Extant Part Music and the Origin of Western Polyphony, 2 vols. (Rochester, New York: Hendrik 
van der Werf, 1993) vol. 1, 14-15; James Norman Grier, "Transmission in the Aquitanian Versaria 
of the Eleventh and Twelfth Centuries," diss., University of Toronto, 1985, 12. See also the 
discussion of Hans Tischler in "Ligatures, Plicae and Vertical Bars in Premensural Notation," Revue 
belge de Musicologie/Belgisch Tijdschrift voor Muziekwetenschap, 11.3/4 (1957): 91-2. 
 3 Transcriptions of the versus referred to in this chapter may be found in the second volume 
of van der Werf, Oldest Music. Line numbers refer to van der Werf's numbers that stand at the 
beginning of the lines of text. 
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Table 5.1  
Aquitanian Versus4 
 






No. of Stanzas Transcriptions 
Orienti oriens C-IV, f. 77 
D-II, f. 17v 
B, f. 168 (text 
only) 
none see Comments Not in 
Carlson's 
edition due to 
content of text; 
Fuller #10; van 
der Werf #21 
 
Comments: The C-IV version has 3 strophes of text and music for only one written 
out. The D-II version has music written out for all 3 strophes. The text alone appears 




C-IV, f. 77v none 2 Carlson #39; 
Fuller #15; van 
der Werf #43 
 
Comments: Fuller notes that "part of the second line, 'et castitatis,' was inadvertently 
omitted by the scribe. Although he supplied the missing half-line with its music in the 
lower margin, both text and the lower voice of this fragment were subsequently cut 
off." Fuller has recomposed a lower voice to fill this gap in her own transcription, and 
used the text reconstruction in Analecta Hymnica 45b:26. Carlson and van der Werf 





C-IV, f. 78 none 5 Carlson #40; 
Fuller #16; van 
der Werf #44 
 
                                                
 4 The versus Domus saltus libani (van der Werf's reading) or Omnis saltus Libani (Fuller's 
reading), found in C-I (f. 22v) is also in neume-against-neume style, with flourishes or short 
melismas at the end of each line of text, and a concluding melisma, however van der Werf notes 
that "[t]he neumes are not precisely heightened and the scribe's notation of clefs is confused"; it has 
therefore been omitted from the present study. Likewise, the versus Annus novus in gaudio (A-I, f. 
36v) has been omitted; its verses are monophonic, although its refrain is for two voices. There are 
also some notational difficulties. See van der Werf, Oldest Music, vol. 2, 180-1, 184-6. 
 5 See Fuller, "Aquitanian Polyphony," vol. 2, 444. 
 6 Fuller, "Aquitanian Polyphony," vol. 2, 446; Rachel Golden Carlson, "Devotion to the 
Virgin Mary in Twelfth-Century Aquitanian Versus," 2 vols, diss., U of North Carolina, Chapel 
Hill, 2000, vol. 2, 534-6; van der Werf, Oldest Music, vol. 2, 154. 
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Comments: Strophes 2-5 also have the same text as another work, Clara sonet organa 




D-II, f. 21 none 1 Carlson #53; 
Fuller #23; van 




 Eight conductus from the seventh fascicle of F are investigated in this chapter: Debet se 
circumspicere, Ut non ponam os in celum, Pange melos lacrimosum, Ex creata non creatus, 
Regnum dei vim patitur, Luxuriant animi, Homo per potentiam and O levis aurula. These conductus 
were chosen because of the characteristics that indicate a date of composition in second half of the 
twelfth century:8 they have neume-against-neume text setting, they have a modest concluding 
melisma, and some works also have brief internal melismas and perhaps an opening melisma. One 
of the works has a single stanza of text; the rest are strophic, although it is not usual for all of the 
stanzas of a multiple-stanza work to be included in F. These may be found in the concordances 
listed below. Table 5.2 outlines the details of these eight conductus.9 When concordances are listed 
in the table, these give the manuscript siglum, fascicle number if applicable, the number in which 
the work appears in the manuscript or fascicle, the folio number or numbers and the number of 
voices in which the work is written, if it does not have the same two voices as the F version. 
  
                                                
 7 See Carlson, "Devotion to the Virgin Mary," vol. 2, 537-9. Carlson's transcription of Clara 
sonet organa is on pages 471-3. 
 8 A small number of these conductus may be placed at the very end of the twelfth century or 
the very beginning of the thirteenth; however they share several characteristics with the rest of the 
conductus in this group. 
 9 Transcriptions of these conductus may be found in Appendix B to this volume. The phrase 
numbers referred to in the text appear inside circles in the scores. These phrase numbers correspond 
for the most part to the division of the works using the vertical lines in the manuscript. When a 
phrase is particularly long because there are no vertical lines for many syllables or intervals, the 
phrase has been divided into sub-phrases marked "a," "b," "c" etc. Sub-phrases are sometimes also 
used when a work has a vertical line in one voice but not in the other. 
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Table 5.2  
Conductus in the Seventh Fascicle of F 





















W1 (9, 28; f. 
116v); OxRawl 
(2; f. 7; folio 
no longer in 
MS) 
F: stanzas 








Comments: The superscript of the text that was in OxRawl was "De modo dandi, qualiter 
dandum est," which Anderson translates as "On the method of giving and how one ought 
to give." 
Ut non ponam 






W1 (9, 15; f. 
109); OxRawl 
(4; f. 7v; folio 






I-III; W1: I, 







Comments: The superscript of the text that was in OxRawl was "Quales debent esse qui 
volunt preesse," which Anderson translates as "How they ought to be who wish to rule." 
According to the Cantus pulcriorem invenire Conductus Catalogue, the Beinecke 
fragment may be found in New Haven, Beinecke Library MS 712.59. Although it was 
ruled for two-part music to be entered, only the text was completed. 
 
                                                
 10 Note that the manuscript OxRawl does not contain music but texts only. 
 11 Robert Falck, The Notre Dame Conductus: A Study of the Repertory, (Henryville: Institute 
of Mediæval Music, 1981) 195; Gordon Athol Anderson, 2pt Conductus in the Central Sources, 
Notre Dame and Related Conductus: Opera omnia, vol. 4 (Henryville: The Institute of Mediæval 
Music, 1986) XI, 18-19, 93; Gordon A. Anderson, "Notre Dame and Related Conductus: A 
Catalogue Raisonné," which was published in two parts in Miscellanea musicologica: Part I in 
volume 6 (1972): 153-229, and Part II in volume 7 (1975): 1-81. Debet se circumspicere is in Part I, 
177. In addition, the work is listed in the Cantus pulcriorem invenire Conductus Catalogue, 
available at <http://catalogue.conductus.ac.uk>, most recent access 6 October 2015. 
 12 Falck, Notre Dame Conductus 249; Anderson, 2pt Conductus: Central Sources V, 10-11, 









W1 (9, 34; f. 
119-119v); 
OxRawl (13; f. 
10) 








Comments: In OxRawl the superscript reads "Planctus cuiusdam," which Anderson 
translates as "Lament for a certain prince."  
This is a datable conductus, written on the occasion of the death of the Emperor 
Frederick Barbarossa in 1190.14 
 







W1 (9, 33; f. 
118v-119); 
















Comments: In OxRawl the superscript reads "De effectu et commodo incarnationis 
Christi," which Anderson translates as "On the operation and condition of the 








W1 (9, 35; f. 
119v); W2 (7, 
8; f. 144); 














                                                
 13 Falck, Notre Dame Conductus 229; Anderson, 2pt Conductus: Central Sources XVI, 26, 
94; Anderson, "Catalogue Raisonné," Part I, 178; Cantus pulcriorum invenire. 
 14 Thomas B. Payne, "Datable 'Notre Dame' Conductus: New Historical Observations on 
Style and Technique," Current Musicology 64 (1998): 142. 
 15 Falck, Notre Dame Conductus 200; Anderson, 2pt Conductus: Central Sources XV, 24, 
94; Anderson, "Catalogue Raisonné," Part I, 177-178; Cantus pulcriorum invenire. 
 16 Falck, Notre Dame Conductus 238; Gordon A. Anderson, 2pt Conductus: Transmitted in 
Four and Three Central Sources, Notre Dame and Related Conductus: Opera omnia, vol. 3 
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Comments: In OxRawl the superscript reads "De triplici inimico nos infestante," which 

























5.3 Use of Intervals in the Aquitanian Versus Repertory: Texted Sections of Neume-against-Neume 
Works with Melismas 
 The four versus discussed in this chapter organise their texted sections in diverse ways, with 
varied use of syllabic and neumatic text setting, and use of different significant intervals: sometimes 
these are unisons, sometimes fifths, and sometimes octaves. The lack of prominent thirds, however, 
sets these works apart from the conductus examined in this chapter and aligns their use of intervals 
with that of the Organum Interval Group discussed in Chapter 4, in which unisons, fifths and 
octaves are the most important intervals. Table 5.3 lists the frequency and significance of intervals 
in the versus investigated in this chapter. 
 
  
                                                                                                                                                            
(Henryville: The Institute of Mediæval Music, 1981) XXXVII, 186, 230; Anderson, "Catalogue 
Raisonné," Part I, 175-176; Cantus pulcriorum invenire. 
 17 Falck, Notre Dame Conductus 217; Gordon A. Anderson, 2pt Conductus: Unica in the 
Four Central Sources, Notre Dame and Related Conductus: Opera omnia, vol. 5 (Henryville: The 
Institute of Mediæval Music, 1979) XXIV, 57, 118; Anderson, "Catalogue Raisonné," Part I, 184; 
Cantus pulcriorum invenire.    
 18 Falck, Notre Dame Conductus 210; Anderson, 2pt Conductus: Unica XXVI, 59, 119; 
Anderson, "Catalogue Raisonné," Part I, 184; Cantus pulcriorum invenire. 
 19 Falck, Notre Dame Conductus 224; Anderson, 2pt Conductus: Unica XXVII, 59-60, 119; 
Anderson, "Catalogue Raisonné," Part I, 184; Cantus pulcriorum invenire. 
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Table 5.3 
Intervals Used in the Neume-against-Neume Aquitanian Versus with Melismas, Texted Sections 
Only20 
Versus title Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Orienti 
oriens 




0 1 1 0 0 0 2 0 
Ius nature 
consumitur 












2 7 11 8 4a n/a n/a 0 
Quam felix 
cubiculumb 




0 1 0 0 0 0 2 3 
 
 a It is not clear whether any of the intervals on "res-tau-" are more important than the others. Fuller 
gives them equal value in her transcription. 
b There are also two twelfths, neither of which are passing intervals. These twelfths, and the 
eleventh in the final melisma of this work, are unusual in the repertory. 
 
5.3.1 Texted Section of Orienti oriens 
 The texted section of Orienti oriens uses intervals from the Organum Interval Group. The 
work appears to have been composed as a two-part piece rather than by adding an upper voice to a 
pre-existing melody. The way that the voices work together to create phrases of contrary motion 
and series of consonant intervals suggests that the choice of intervals was more important in the 
                                                
 20 The reader is directed to the second volume of van der Werf's Oldest Music, which 
contains transcriptions of the Aquitanian works discussed in this and the following chapter. Orienti 
oriens is on page 96, Ius nature consumitur (van der Werf transcribes the first word as "Jus") is on 
page 154, Flore vernans gratie is on page 155, and Quam felix cubiculum is on page 104. 
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work's composition than individual melodic lines.21 The very strongly syllabic texture of the texted 
section is set with primarily highly consonant intervals, as is typical of the intervals used in the 
note-against-note style in the works in D-II and other later manuscripts.22 
 The most commonly used intervals in the texted section of this work are the sixteen unisons 
and the eleven fifths, none of which are passing intervals. Three octaves appear in the texted 
section, as well as a very small number of seconds, thirds, sixths and sevenths. The only other 
interval of significance is the fourth. Fuller observes that the fourth is not mentioned in the 
Discantus positio vulgaris as one of the better choices of consonant intervals. Fuller also notes that 
while the Vatican Organum Treatise includes the fourth as one of the primary consonances to be 
used in organum, it does not include the fourth as a primary consonance in any of its 343 musical 
examples.23 There are eight fourths used in Orienti oriens, and none of these are passing intervals.  
 The way that these fourths are used is a particular feature of this work. Where the D-II 
version repeats the syllable "o" at the start of the word "orienti," we may see a particular pattern of 
intervals–unison, fourth, unison–that reappears as an intervallic motif later in the work (see 
Example 5.1 below). At the beginning of line 3 of the text, set to the words "et jacob," the motif 
repeats exactly the pitches used in line 1. When the motif appears again at the start of line 5 with the 
text "balaam," the pitches have been swapped between the voices, and the pattern of the intervals 
has been extended to form sequential patterns in the voices, creating the progression 1-4-1-4-1. The 
motif's last appearance is at the start of line 6 (Example 5.1 shows the text "offerat fideli-" from 
stanza III). Although the voices have swapped their parts back again, the motif has been transposed 
down a step, now beginning on c' instead of the usual d'. This use of the fourth, appearing between 
two unisons to begin four of the six phrases of the texted section, gives the interval particular 
emphasis in this work. Another significant place in which a fourth appears is at the conclusion of 
line 3 in each strophe of the D-II version, although the C-IV version has a pair of repeating parallel 




                                                
 21 The tonal plan, showing both voices moving from a starting pitch of d towards a 
concluding sonority of G in the lower voice and d in the upper voice in the C-IV version, and a 
unison G in the D-II version, is an important feature of this work discussed by Fuller; see 
"Aquitanian Polyphony," vol. 1, 243-4. 
 22 See Leo Treitler, "The Polyphony of St. Martial," Journal of the American Musicological 
Society 17.1 (1964): 39, who among others makes the observation that the earlier works seem to 
show a preference for dissonance that is not so common in those found in the later manuscripts. I 
would add that Catholicorum concio (discussed in Chapter 4), with its two very different versions 
in A-I and D-I, is a good illustration of this point. 
 23 Fuller, "Aquitanian Polyphony," vol. 1, 280-2. 
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Example 5.1. Orienti oriens, four appearances of the 1-4-1 motif in the D-II version (transcription 
after van der Werf, Oldest Music, vol. 2, 96-98).  
 
 The prominent use of unisons and fifths, and the very small number of thirds, show that this 
work shares the same use of important intervals as the conductus that belong in the Organum 
Interval Group. 
 The way that vertical lines are used is a significant difference between the two versions of 
this work. There are no vertical lines at all in the C-IV version of Orienti oriens; however they are 
very frequently used in the first and second stanzas of the D-II version. In the texted section, the 
vertical lines are not always in the same places. Although they are consistently used at the end of 
each line of text, within the lines of text the vertical lines divide the work into words, with small 
words such as "ac," "et" or "in" being grouped with the following word. As the lengths of the words 
vary, so too does the placement of the vertical lines. 
 The third stanza in D-II does not have any vertical lines; however by observing the 
placement of the lines in stanzas I and II, it would not be difficult to determine where they might be 
placed in stanza III. Some of these would be in different places from those in the other two stanzas. 
If the meaning and structure of the text plays a part in determining the rhythm and phrasing of the 
work, then the placement of the vertical lines is significant. The difference in location of the vertical 
lines in stanzas I and II indicates that the rhythm of each of the three stanzas would be, perhaps 
subtly, different. This different approach to each stanza and the way in which it would be 
interpreted in performance may be reason enough for the scribe to have gone to the trouble of 
writing the strophe out entirely three times, although we might wonder why then the third stanza 
has no vertical lines, since they served so important a purpose elsewhere.24 These vertical lines 
                                                
 24 Perhaps the vertical lines were not used in the exemplar, and were only added under the 
direction of someone who had performed this work, learning it as part of an oral tradition and 
recognizing that as the transmission of music was becoming more specific in a notated form, these 
ways of determining what was important in the music ought also to be written down. 
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appear also in the works of the conductus repertory, and will be discussed later in this chapter in 
relation to the conductus Debet se circumspicere. 
 
5.3.2 Texted Section of Ius nature consumitur 
 Ius nature consumitur uses the same intervals as those found in the Organum Interval 
Group. In contrast to the wholly syllabic setting of Orienti oriens, Ius nature consumitur juxtaposes 
syllabic passages (lines 2, 4, 5 and 6) with neumatic style (lines 1 and 3). Although the latter are not 
strictly note-against-note, they do not diverge enough in the number of notes in each voice to be 
considered florid. Line 7, which concludes with a melisma, has a mostly syllabic text setting with 
some neumatic syllables.  
 Different lines within the strophe are set apart from each other by the use of varied 
combinations of intervals. Line 2, including the flourish at the end of the line, is made up entirely of 
unisons, fourths and octaves, aside from a single sixth that appears to facilitate the movement by 
step from the fourth to the octave on the word "filium." The octave returns, with the voices 
swapped, in the flourish that concludes the line (see Example 5.2 below). Lines 4, 5 and 6 also have 
a distinctive use of intervals that sets them apart from the rest of the work. Aside from a 2-5 figure 
on the first two syllables of line 4, and the flourish at the end of line 6 that resolves to an octave, 
every other interval of these three lines is a unison, a third or a fifth (see Example 5.3 below). This 
limited use of intervals, combined with a strong preference for stepwise contrary motion, creates 
many converging and diverging figures in Fuller's symmetrical style.25  
 
 





                                                
 25 See Fuller, "Aquitanian Polyphony," vol. 1, 295-305 for a discussion of the symmetrical 
style. Characteristics of this style are discussed in the present study in section 4.2. 
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Example 5.3. Ius nature consumitur, lines 4, 5 and 6 (transcription after van der Werf, Oldest 
Music, vol. 2, 154). 
 
 The most commonly used interval in the work is the unison.26 Of the 21 unisons, only four 
are passing intervals. Fifths are the next most common interval, with sixteen fifths in total, four of 
which are passing intervals. There are seventeen fourths used; however the number of passing 
fourths, ten, is much higher than the fifths. Fourths appear in most phrases with neumatic text 
setting, apart from line 2. In this line, three fourths appear in significant places: "dum vir-go pa-rit 
fi-li-um."27 There are no sevenths, and few seconds, sixths and octaves. The work does have quite a 
high number of thirds: there are eleven, and four of these are passing intervals. The large number of 
thirds comes not just from the more embellished text setting, as might be expected, but also from 
the contrary motion between unisons and fifths in lines 4, 5 and 6: there are seven thirds in these 
three syllabic lines alone. However, these thirds are not used in prominent places. No phrases begin 
or end on a third, and none of the syllabic passages that include thirds contain words that begin on a 
third: thirds always appear as the middle or last interval. This lack of significant thirds, as well as 
the high number of unisons, demonstrates that this versus shares the interval usage of the works in 
the Organum Interval Group. 
 
 
                                                
 26 As noted in Table 5.1, the notes of the lower voice in the second half of line 3 are 
missing: see van der Werf, Oldest Music, vol. 2, 154. Although Fuller has attempted a 
reconstruction of the lower voice, Carlson and van der Werf leave this portion of their transcriptions 
without music. It is therefore not possible to determine or discuss the intervals intended for these 
four syllables. 
 27 "When a virgin gives birth to a son," translation by Carlson, "Devotion to the Virgin 
Mary," vol. 2, 534. Italics have been added to Carlson's translation to show where the composer has 
used fourths. 
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5.3.3 Texted Section of Flore vernans gratie 
 Flore vernans gratie also uses the same significant intervals as the Organum Interval Group. 
Like Ius nature consumitur, Flore vernans gratie has a mixture of different text setting styles. Line 
1 contains mostly neumatic text setting, although some of the neumes have more notes in the upper 
voice than in the lower voice, creating a slightly florid texture on some syllables. Lines 2 and 3 have 
syllabic text setting which contrasts sharply with the internal melisma on the penultimate syllable of 
line 3. Lines 4, 5 and 6 all begin with a strict note-against-note setting with two notes, and 
occasionally one, per syllable, before becoming more florid on the last two syllables of each line. 
This more florid setting begins very modestly in line 4, with only three notes in the upper voice to 
one in the lower voice on the penultimate syllable. In line 5, the penultimate syllable is drawn out 
long enough that the six notes in the upper voice to one in the lower voice might be considered a 
flourish. In line six, the penultimate syllable contains a lengthy concluding melisma of 42 intervals; 
thirty of these are in note-against-note style, and twelve notes are in florid style in the upper voice 
against a single held note in the lower voice. The melismas in this work will be discussed in more 
detail later in the following chapter.  
 Unisons and fifths are by far the most common intervals in the texted section. There are 
twenty of each, with only two unisons and four fifths used as passing intervals. None of the four 
octaves of the texted section are passing intervals. There are no sixths or sevenths in the texted 
section. Seconds, thirds and fourths are almost always used as passing intervals. Thirds do not 
appear in prominent places such as the beginnings or ends of phrases, and they do not appear at all 
in the syllabically-set sections. When they do appear in the neumatically-set sections, they are 
always in a pair with a stronger consonance: that is, with a unison or a fifth.  
 There are also no fourths in prominent positions. While they are used in the syllabic 
sections, they always appear between unisons, fifths and octaves. In the more florid sections, 
fourths often appear in groups, between thirds and fifths. The only place where fourths are slightly 
more prominent is on the first syllable of the word "gratie" in line 1: the word begins on a fourth, 
the upper voice moves up a step and back down, then both voices move together to make a unison. 
No fourths begin or end any phrases in Flore vernans gratie. This versus also shares its use of 
intervals with the Organum Interval Group. 
 
5.3.4. Texted Section of Quam felix cubiculum 
 Although the most significant interval in Quam felix cubiculum differs from the other versus 
examined here, its use of all the intervals conforms to those of the Organum Interval Group. Quam 
felix cubiculum consists of a single strophe of seven lines. Aside from the opening melisma, internal 
melisma, and the florid setting of line 7 as it leads into the extensive concluding melisma, the text 
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setting is almost entirely syllabic. The close relationship between the opening melisma and the 
choice of intervals in the syllabic texted section will be discussed in the following chapter, along 
with the relationship between the florid texted section that begins line 7 and the concluding 
melisma.  
 The frequency of certain intervals is different in Quam felix cubiculum from the other versus 
discussed above. By far the most frequently used interval is the fifth. Of the 47 intervals in this 
work, 21 of them, that is to say, almost half, are fifths. None of these function as passing intervals. 
The second most common interval in the texted section is the octave, which may in large part be 
due to the range of this work: prior to the last two phrases of the final melisma, the voices are at 
least a fifth apart most of the time. The large range of this work is apparent in the first line of 
Example 5.4 below. The upper voice has a higher range than the lower voice, and the voices tend 
not to cross, which is unusual for an Aquitanian versus. The octave is used thirteen times, and none 
of these octaves are passing intervals. There are seven unisons, the next most common interval in 
the texted section, and two twelfths, both of which are significant intervals. The two sevenths and 
one second that appear in the texted section are adjuncts to octaves and a unison: they serve very 
clearly as passing intervals. One of these sevenths and the second may be seen in Example 5.4 
below. A single fourth in line 4 (on the second syllable of "sponsus" in Example 5.4 below) may be 
a scribal error, since this work has a very controlled use of intervals that will be discussed in the 
following chapter. There are no thirds or sixths in the texted section of Quam felix cubiculum. 
Although the use of octaves and fifths is far more prominent than unisons, this work still shares 








Example 5.4. Quam felix cubiculum, lines 1-4 (transcription after van der Werf, Oldest Music, vol. 
2, 104).  
  
5.4 Use of Intervals in the Conductus Repertory in the Seventh Fascicle of F: Neume-against-
Neume Works with Melismas 
 The eight conductus examined in this chapter use thirds in a different way than the versus. 
Four of the works, Ut non ponam os in celum, Pange melos lacrimosum, Ex creata non creatus and 
Regnum dei vim patitur, use thirds in a transitional way. In some works the number of thirds is quite 
significant; however, thirds do not appear in prominent places such as at the beginnings and ends of 
phrases or at the start of important words. In other works, thirds are not particularly numerous but 
sometimes appear in significant places. These works belong in the Transitional Interval Group, 




Intervals Used in the Transitional Interval Group Neume-against-Neume Conductus with Melismas 
Conductus 
title 
















2 11 6 8 8 3 0 n/a 
Ex creata 
non creatus 












6 9 8 11 2 2 2 2 
 
a The third on "ca-" and the first two thirds on "me-" are not counted as passing intervals. 
b It is difficult to determine which of the intervals in the fourth syllable of the work is more 
important: the sixth or one of the sevenths that follow. 
 
 The other four conductus, Debet se circumspicere, Luxuriant animi, Homo per potentiam 
and O levis aurula belong in the Discant Interval Group. Works in this group have a large 
proportion of thirds compared to the other intervals in the work: in Debet se circumspicere, for 
example, thirds outnumber the other intervals. The works also have thirds that appear in significant 




Intervals Used in the Discant Interval Group Neume-against-Neume Conductus with Melismas 
Conductus 
title 
Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Debet se 
circumspicere 




3 3 3 6 5 1 n/a 0 
Luxuriant 
animi 




3 4 7 9 13 2 2 1 
Homo per 
potentiam 




0 6 5 6 2 2 2 2 
O levis 
aurula 




1 2 7 9 5 0 2 1 
 
5.4.1 Texted Section of Ut non ponam os in celum 
 The texted section of Ut non ponam os in celum (see transcription in Appendix B.2) is set 
primarily in a syllabic style, with some two- and three-note neumes as occasional embellishments. 
Odd-numbered phrases have more neumatic text setting than even-numbered phrases.  
 The use of intervals in the texted section of the work suggests that it belongs in the 
Transitional Interval Group but is verging on the Discant group, primarily because of its use of the 
third. This is the most commonly used interval in the work: of the 23 thirds, only seven are passing 
intervals, leaving sixteen significant intervals. However, there is a greater number of fifths that are 
significant intervals: of the nineteen fifths in total, eighteen are significant intervals. There are 
thirteen unisons, and each one is a significant interval. Also of note is the use of four octaves in this 
work: all of them are significant intervals, and three of them are the opening intervals of phrases 1, 
4 and 7. Although there are eleven fourths, seven of these are passing intervals. There are five 
seconds, and four of these are passing intervals. There are no sixths or sevenths. 
 The most notable feature of the texted section of this work is its use of thirds. Many of the 
thirds are in groups of consecutive parallel intervals, or decorated consecutive parallel intervals: 
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see, for instance, in Example 5.5 below, the group of four thirds on the fifth, sixth and seventh 
syllables of phrase 1, and the group of three thirds, interrupted by a fifth, on the fourth, fifth and 
sixth syllables of phrase 6. The penultimate syllable of the work also contains a group of three 
parallel thirds, the first two of which are repeating and the plicated third interval is a step lower. In 




Example 5.5. Ut non ponam os in celum, phrases 1 and 6.  
 
 Although thirds are significant within this work, they do not vastly outnumber unisons, as 
do the works in the third interval usage group, hence the work's placement in the Transitional 
Interval Group. It is possible, however, that this might be a later work within this group.  
 
5.4.2 Texted Section of Pange melos lacrimosum 
 This work belongs in the Transitional Interval Group. The texted section of Pange melos 
lacrimosum uses repetition and variation to create structure. The lower voice parts in phrases 1 and 
3 are identical, and the upper voice of phrase 3 is only very slightly varied from that of phrase 1. 
Both phrases 1 and 3 begin with a 5-3-1 pattern of intervals that starts on the final and fifth above, 
and moves in contrary motion by step to a unison on the third above the final. This 5-3-1 motif is 
repeated elsewhere in the texted section (see transcription in Appendix B.3). 
 Phrases 2 and 4 are very alike in settings of their first four syllables; their differences might 
be considered ornamentation. The final three syllables, however, are different: the upper voice has a 
syllabic stepwise descending motif that appears again starting on different pitches at the ends of 
lines 4 and 6, and on the same pitch at the conclusion of the texted section, in phrase 8. The group 
of three notes in the lower voice that concludes phrase 2 does not appear elsewhere in the work. 
When the motif of the upper voice reappears at the end of phrase 4, it is a third higher. Both voices 
repeat their opening three notes of the work, creating another 5-3-1 pattern.  
 Phrases 5 and 6 use new melodic material, although the 5-3-1 pattern reappears at the end of 
phrase 6, this time a step lower. Phrase 7 is a variation of phrase 5: the first two syllables of the 
lower voice are different from those in phrase 5, but the rest of the notes are identical. In this 
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phrase, the upper voice sings a new melody. Phrase 8 begins with the 5-3-1 motif, identical in pitch 
to that at the opening of phrases 1 and 3. The upper voice then moves to a scalic descent of four 
pitches, concluding on the final and reminiscent of similar movement at the end of phrase 2. The 
lower voice does not repeat any earlier material; in fact, the intervals used, 3-3-1, do not appear in 
this order anywhere else in the texted section, although they do appear as the concluding intervals 
of the melisma.   
 The most commonly used interval in the texted section of Pange melos lacrimosum is the 
fifth. There are 29 fifths, and eight of these are passing intervals. The number of significant unisons 
and thirds is almost equal: there are eighteen unisons, two of which are passing intervals, and 21 
thirds, eight of which are passing intervals. The three sixths and single seventh are all used as 
passing intervals. Eight of the thirteen fourths function as passing intervals. A place where fourths 
do have more significance is phrase 7. Here, although mostly surrounded by stronger consonances, 
fourths begin two words of significance: "do-(lor)" on the third syllable, and "do-(loris)" on the 
sixth. Anderson translates the text of phrases 7 and 8 as: 
 Let sadness rule, for sorrow's cause / Stands in the watch-tower.28 
Although Anderson has chosen synonyms for his translation because this sounds better in English, 
the Latin words are the same, and they seem to receive special attention by being set with the same 
little-used intervals.  
 Pange melos lacrimosum does not fit into the Organum Interval Group, which uses the same 
third phase organum intervals as in the Aquitanian versus repertory. There are no octaves in this 
work, few significant fourths, and while the use of fifths and unisons is considerable, so too is the 
number of thirds. While only one phrase of the texted section and one of the melisma begin with 
thirds, and no phrase concludes with a third in the texted section, this interval does play a more 
prominent role in this conductus than in the conductus of the Organum Interval Group. As the date 
of composition of this conductus, 1190, is known,29 the use of intervals together with the date of 
composition seems to suggest that this work belongs in the Transitional Interval Group. 
 
5.4.3 Texted Section of Ex creata non creatus  
 Ex creata non creatus belongs in the Transitional Interval Group. It uses text setting and 
repetition of melodic ideas to create structure within the texted sections. The first four phrases are 
set for the most part neumatically. These phrases are characterised by a sweeping downward 
melody in the lower voice in phrases 1, 3 and 4. There is a similar movement starting on the fifth 
                                                
 28 Anderson, 2pt Conductus: Central Sources XVI. 
 29 1190, on the death of the Emperor Frederick Barbarossa; see Payne, "Datable Conductus," 
142. 
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and moving to the octave of the final before descending by step to the final, in the upper voice in 
phrase 2 (see transcription in Appendix B.4).  
 The text setting changes at phrase 5 to an almost entirely syllabic setting. Phrases 5 to 8 
contrast the simplicity of the text setting with two melismas, one that makes up the entirety of 
phrase 6, and one that begins phrase 8. The lower voice in phrase 6 contains an unembellished 
variation of the lower voice part at the beginning of phrase 1, concluding with the end of the upper 
voice part of phrase 1. The lower voice of phrase 7 contains an unembellished variation of the lower 
voice part of phrase 3. Further variety is achieved by the upper voice presenting new material. 
 Phrase 9 begins with another melisma which moves into a texted section that returns to the 
more neumatic text setting of the opening four phrases. Phrase 10 has the more syllabic style of 
phrases 5 to 8. The shape of the lower voice in phrase 9, including the melisma, echoes the shape of 
the upper voice in phrase 3. In phrases 10 to 13 it echoes the shape of the lower voice in phrase 1, 
although phrase 11 begins with a c, the second note of the lower voice in phrase 1, and phrase 11 
also embellishes the descent from g' to c'. 
 Ex creata non creatus is a work that belongs to the Transitional Interval Group. Thirds are 
more prominent in this work than they are in works that belong to the Organum Interval Group; 
however, they are not used as significantly as those that appear in the works in the Discant Interval 
Group. There are 29 fifths in the texted section of this work, only two of which are passing 
intervals. The next most common interval is the third, used 26 times; however, ten of these thirds 
are passing intervals. Since there are 24 unisons, and only three of these are passing intervals, this 
makes the number of significant unisons (21) higher than the number of significant thirds (16). The 
number of fourths is considerably fewer than the other intervals: there are eleven, and six of these 
are passing intervals. The work opens with the voices a fourth apart, although given the mode of the 
work this a-d' interval may function as an inverted fifth, to set the tonality of the work. The D final 
and extended descending passages of this work create numerous opportunities for the octave to be 
used; there are six octaves, all of them significant intervals. 
 Thirds are used prominently in some places in Ex creata non creatus, for example, in phrase 
2. This phrase begins with the interval of a third, on the word "na-(sci)," and two other words begin 
on a third in this phrase: "est" and "dig-(natus)." "Nasci" and "dignatus" are the most important 
words in this phrase: 
 Nasci nobis est dignatus 
 He is worthy to be born for us.30 
 Thirds also appear in consecutive parallel intervals in phrases 5 and 7. Phrase 5 contains a 
series of five consecutive parallel thirds that begin on the third syllable. They resolve to a unison on 
                                                
 30 Translation in Anderson, 2pt Conductus: Central Sources XV.  
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the last syllable of the phrase. The second syllable of this group is decorated with a passing note in 
the lower voice that creates a second that returns quickly to another third. In phrase 7, there are two 
pairs of consecutive parallel thirds, the first pair ending the first word and beginning the second, and 
the second pair as part of a group beginning the word "numinis." The voices move from a third to a 
fourth, then a plica in the upper voice creates another third. Both voices move down a step to create 
yet another third before moving to a pair of unisons and a plicated second. 
 Significant words are set to thirds in phrases 5 and 7, and the use of thirds in both the words 
"huminis" and "numinis" at the ends of these phrases underscores their rhyme: 
 Formam indutus huminis / Sed salvo iure numinis 
 Taking on the form of man / Yet by the unshakeable law of divine will.31 
 These examples demonstrate that the third is gaining more prominence in this work; 
however the third remains a less important interval than the unison and the fifth in Ex creata non 
creatus, placing it firmly in the Transitional Interval Group. 
 
5.4.4 Texted Section of Regnum dei vim patitur 
 The use of intervals in the texted section of Regnum dei vim patitur (see transcription in 
Appendix B.5) places it into the Transitional Interval Group. The texted section of this work is quite 
ornate: 22 of the 44 syllables of text are set syllabically, and the other 22 syllables are set with 
neumes of two, three, and occasionally four notes. Many of the syllabic notes and neumes also 
include plicae. Relationships between the texted section and melisma of this work will be discussed 
in the following chapter. 
 The most frequently used interval in the texted section is the fourth, although a high number 
of fourths are used as passing intervals in neumatically-set syllables. There are nineteen fourths 
altogether, and eleven of these are passing intervals. Despite this high number of fourths overall, the 
unison is the interval with the highest number of significant uses (eleven). The number of 
significant fifths is nine, and the number of thirds and fourths is eight each. This is quite an equal 
distribution amongst these four intervals. Somewhat unusually, there are fifteen seconds in this 
work, although nine of them are passing intervals. 
 Although there is quite a high occurrence of thirds in this work, they are not given 
particularly important treatment when they are used. They do not begin or end any phrases, and the 
only words that begin with a third are the single syllable "se" in phrase 3 and "cum" in phrase 4. 
These are not very important words.  
                                                
 31 Translation in Anderson, 2pt Conductus: Central Sources XV. Italics have been added to 
show which syllables have been set to thirds in these two phrases. 
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 Fourths are used in more significant positions than thirds. There are five phrases that begin 
with fourths, as well as the 5c subdivision of phrase 5: phrases 3, 4, 5, 6 and 7. The other word that 
begins on a fourth is "iudex," "judge," which refers to Christ's return to earth as a judge of the living 
and the dead,32 clearly a significant word in the text. This use of the fourth, both to begin five 
phrases and on a significant word, demonstrates that this is a more important interval in Regnum dei 
vim patitur than the third. 
 The combination of an almost equal number of unisons, fifths, thirds and fourths, as well as 
the treatment of the fourth as a more important interval than the third, places Regnum dei vim 
patitur into the Transitional Interval Group.  
 
5.4.5 Texted Section in Debet se circumspicere 
 Debet se circumspicere (see transcription in Appendix B.1) is the only conductus under 
discussion in this chapter that is found in Falck's second grouping of the seventh fascicle of F. It is a 
later work than any of the others discussed here, and its very numerous and prominent use of thirds 
places it very firmly into the Discant Interval Group. 
 The most common interval in Debet se circumspicere is undoubtedly the third, which far 
outnumbers fifths and unisons: there are 31 thirds in the texted section, 28 of which are significant 
intervals. By contrast, there are only 25 fifths, twenty of which are significant intervals, and 21 
unisons, eighteen of which are significant intervals. All other intervals occur even less frequently: 
for example, of the thirteen fourths, six are passing intervals; and there are three octaves, none of 
which are passing intervals. 
 Thirds are used in many significant places in Debet se circumspicere. Seven of the 
seventeen texted phrases begin on a third, although only phrase 18 concludes with a third. The high 
number of fifths and unisons compared with octaves, seconds, fourths, sixths and sevenths does 
mean that thirds often appear beside more strongly consonant intervals. Phrase 17 has the strongest 
use of thirds, with an eight syllable phrase and the interval progression 3 / 3 / 1-1 / 3 / 3 / 3 / 3 / 1. 
Twelve words begin with thirds. This significant use of thirds is characteristic of the Discant 
Interval Group. The features of the melismas, including the use of notation, that reinforce this 
work's later date will be discussed in the following chapter.  
 The vertical lines in the texted section of Debet se circumspicere are of particular interest in 
this work. They are not evenly spaced at the ends of the lines of poetry, as they generally are in the 
other conductus examined in this chapter. Where the lines do not appear solely at the ends of 
phrases in the other works, this tends to be because they group more than one line of poetry into an 
extended musical phrase (see phrase 4 of O levis aurula, for example) or a vertical line appears in 
                                                
 32 See Anderson's translation in 2pt Conductus: Four and Three Central Sources XXXVII. 
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one voice but not both (such as in phrase 5 of Pange melos lacrimosum). Vertical lines are used far 
more frequently in Debet se circumspire. Although phrases 8, 9, 17 and 24 correspond to the lines 
of poetry, the other texted phrases are broken up in much the same way as the vertical lines in StM-
DII break up the text of Orienti oriens. Each word of more than one syllable has its own segment 
between two vertical lines33 (except for phrase 10, which has two words of two syllables and one 
word of one syllable). Single words of one syllable are included in segments with multiple-syllable 
words where they occur, for example in phrase 11: "et qualiter," just as they are in Orienti oriens. 
This creates many segments of uneven length, some as short as two syllables. Given that the three 
stanzas of Orienti oriens have vertical lines in different places depending on the characteristics of 
the text, it might be possible that the different stanzas of Debet se circumspicere could also have 
phrase lengths, denoted by vertical lines, altered depending on the length of the syllables in the text. 
These vertical lines could have helped the performer to determine the rhythm of the shorter 
segments of the texted portions, by marking out the significant parts of words, and significant 
intervals, in the same way that those in Orienti oriens might have done. 
 
5.4.6 Texted Section of Luxuriant animi 
 The texted section of Luxuriant animi (see transcription in Appendix B.6) is structured 
around repetition of phrases in the lower voice. The lower voice of phrases 1 and 2, plus the brief 
internal melisma of phrase 3 appear again as phrases 4, 5 and 6, this time with a different upper 
voice. Phrases 7 and 8 repeat their lower voice in phrases 9 and 10, again with a new upper voice 
creating variation. Only phrase 11 has no matching phrase. 
 Luxuriant animi belongs in the Discant Interval Group because of the number of fifths, 
fourths and thirds it contains and the way the thirds are used. The most numerous interval in the 
texted section of this work is the fifth: there are twenty-nine fifths altogether, and thirteen of these 
are passing intervals. The number of significant unisons, twelve, is not far behind the number of 
significant fifths. The number of fourths and thirds is almost the same in this work, with thirteen 
and twelve significant uses of each respectively, although the way they are used differs and will be 
discussed below. 
 Fourths are used in two significant places in this work: phrases 9 and 10 both begin with 
fourths. The fourth that concludes phrase 2 may have a longer duration than the fifths before it or 
                                                
 33 Since the use of vertical lines in the texted portions of this work is different from that of 
all the other conductus examined in the present study, it is necessary to differentiate between 
musical "phrases" marked off by vertical lines and "segments," which are subdivisions of the 
musical phrases created by the insertion of extra vertical lines. In my transcription (in Appendix 
B.1), I have numbered every section that is marked out by vertical lines for the sake of consistency 
with the numbering of the other conductus. Although each section has a phrase number, it is 
important to note that each number does not refer to a musical phrase in this work. 
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unison after it, although it does seem to play the role of a less consonant interval between two series 
of repeating intervals on either side that are more consonant. One fourth begins an important word 
in the text: the fourth that begins phrase 9 has the text "in-opes" ("the poor").34 
 Thirds are used in more prominent positions than fourths. Thirds begin phrases 5 and 8 and 
conclude phrase 9. They are also the opening interval of eight words, some of which are quite 
significant, such as "humiles" ("humble") in phrase 9 and "opes" ("wealth") in phrase 10. The text 
of this work discusses Fortune's Wheel, and the way that men behave when they are dealt different 
circumstances by Fortune. Further use of intervals to highlight the text may be found in phrases 7 
and 8, with the following text: 
 Ingrati pro gratia / grati sub inopia 
 Men are ungrateful for bounty conferred /  
 yet they are grateful in times of want.35 
The words "gratia" ("bounty") and "grati" ("grateful") in these two lines, although not identical, 
have the same basic intervals which are ornamented differently. Both words begin on a third. In the 
word "gratia" the lower voice then moves down to create a fourth. On the second syllable of the two 
words, the voices begin a fifth apart. The second syllable of "gratia" is more heavily ornamented 
than the second syllable of "grati," in which the lower voice moves down a step to create a fourth. 
The second syllable of "gratia" has a fifth followed by two fourths. The third syllable closes the 
phrase on a pair of unisons. The unornamented outline of the first two syllables of "gratia," with the 
movement from a third to a fifth, repeats at the same pitch for the word "grati" in the following 
phrase, but the voices swap the notes they sing, creating an example of ornamented voice exchange. 
The use of the third highlights the similarities of these words and highlights the contrast between 
gratefulness and ungratefulness in the two lines of text. This significant use of thirds in Luxuriant 
animi, as well as the large proportion of fifths, fourths and thirds used in the work, demonstrate that 
this work belongs in the Discant Interval Group. 
 
5.4.7 Texted Section of Homo per potentiam  
 The characteristics of Homo per potentiam (see transcription in Appendix B.7) place it in 
the Discant Interval Group. Its texted section contains many repetitions of melodic material in the 
lower voice that give the work structure. The close relationship between the music of the melismas 
and the texted section is discussed in the following chapter. The text setting of Homo per potentiam 
is almost entirely syllabic apart from phrases 11, 12 and 13, where some syllables are set 
neumatically. These three phrases have the same music in the lower voice apart from the last two 
                                                
 34 Italics have been added to show the composer's use of a fourth. 
 35 Translation in Anderson, 2pt Conductus: Unica XXIV. Again, Anderson has chosen 
synonyms in his translation, but these are essentially the same words in Latin. 
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syllables of each phrase. Phrase 11 has two notes on g, giving a sense of closure to the phrase. 
Phrases 12 and 13 each have a different ending lacking this sense of closure: this is delayed until the 
end of the concluding melisma. Entirely identical melodies in the lower voice may be found in 
phrases 7 and 9, and also in phrases 8 and 10. In each case, the upper voice has a different melody 
on the lower voice's repeat, creating a sense of variation. 
 The texted section of Homo per potentiam contains the characteristics of the Discant 
Interval Group. The interval with the largest number of significant uses (18) is the fifth, although 
the number of significant thirds is only one less. There are slightly more significant thirds than 
unisons, and thirds occupy some prominent positions in the work. There are sixteen fourths, 
although six of these are passing intervals, and nine octaves, two of which are passing intervals. 
These are less significant intervals than fifths and thirds in this work. 
 Thirds feature prominently in Homo per potentiam at the beginnings of phrases, although 
they do not appear at the ends of phrases. Phrases 1, 4, 6, 8 and 9 all begin with a third. Consecutive 
parallel or repeating thirds are not a significant feature of this work, although there are two similar 
figures that have a neume with the intervals 1-2-3 followed by a third on the next syllable in phrases 
4 and 12. Thirds do not accompany the most significant words in the text. Despite this, the large 
proportion of thirds, as well as the use of thirds at the beginnings of phrases place this work in the 
Discant Interval Group. 
 
5.4.8 Texted Section of O levis aurula 
 The possibility that this work was written by Philip the Chancellor,36 suggest that O levis 
aurula (see transcription in Appendix B.8) was created later than many of the other conductus 
discussed in this chapter. The frequency and use of intervals in the texted section also clearly place 
this work into the Discant Interval Group. The text setting is primarily syllabic, with some 
occasional neumatic syllables. Phrase 7, with four of its seven syllables set to two-note neumes, is 
the most neumatic of the work. Although a descending motif of a single syllable followed by a 
group of three notes on the next syllable is repeated in each of the voices from time to time (see, for 
example, its first appearance in phrase 2 with the text "cur credula" in Example 5.6 below), there 
are no other repeating phrases or musical material.  
 
                                                
 36 Anderson, 2pt Conductus: Unica XXVII. 
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Example 5.6. O levis aurula, phrase 2.  
 
 The third is the most prominent interval in this work. Altogether there are 22 thirds in the 
texted section. Although seven of these are passing intervals, the fifteen remaining intervals are still 
the most numerous of the work. The number of significant unisons is quite similar: there are 
fourteen significant unisons and one unison passing interval. Fifths are the next most common 
interval: there are fifteen fifths altogether, and five of these are passing intervals. There are 
seventeen fourths, and nine of these are passing intervals. Seconds, sixths, sevenths and octaves are 
used far less frequently.  
 Thirds appear in significant places in this work. Five of the eight texted phrases begin with 
thirds: phrases 2, 3, 4c, 5 and 7. In addition to the words that start these phrases, six other words 
begin on a third.  
 The texted section and the melismas both contain consecutive parallel intervals. In the texted 
section, they appear eleven times. The intervals most often found repeating in parallel are thirds: 
there are four groups of consecutive parallel thirds. A significant part of phrase 4a has a very large 
number of thirds, with the intervals 3-5-3-1-3-4-3-3-5-4 (see Example 5.7 below). The consecutive 
parallel thirds in particular draw attention to the significance of the word "exitus," which Anderson 
translates as "destruction:" 
 Et cur erit exitus 
 And why must your destruction be.37 
 These prominent uses of the third, as well as the high number of thirds in the work overall, 




                                                
 37 Anderson, 2pt Conductus: Unica XXVII. 
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Example 5.7. O levis aurula, phrase 4.  
 
 The eight conductus with concluding melismas examined in this chapter do not resemble the 
versus in their use of harmony. Although two of the conductus without melismas in Chapter Four, 
Ver pacis aperit and Ave nobilis venerabilis Maria do share the same interval usage as the versus, 
the conductus with concluding melismas investigated here have either an emerging use of the third 
(and sometimes the fourth) as significant intervals, or a more prominent use of the third that sets 
them apart from the interval usage practice of third phase organum associated with the Aquitanian 
polyphonic versus. The next chapter will consider the melismatic portions of the four versus and 
eight conductus. Conclusions about the neume-against-neume works with melismas will be 





Neume-against-Neume Works with Melismas: Melismatic Sections 
 
6.1 Introduction 
 This chapter compares the melismas of the four versus and eight conductus discussed in 
Chapter 5, examining each one in detail in order to determine the principal characteristics of each 
work's untexted sections. The versus and early conductus examined here use melismas of short to 
moderate length to define the ends of strophes and, in some works, opening and internal melismas 
to emphasise significant words in the text. Some works in both repertories contain closely related 
texted and untexted sections, and a number of works have concluding melismas that contain 
musical material drawn from the earlier melismas, although the handling of such repeated material 
in each repetition is different.  
 Sarah Fuller describes the differences between the Aquitanian use of the melisma and the 
Notre Dame conductus cum cauda in this way: 
The terminal melismas of the Aquitanian versus have an unmistakable affinity with the 
extensive vocalizations of the Notre-Dame conductus cum caudis. Both Aquitanian 
melismas and Parisian cauda are purely musical expansions that occur within the context of 
a strophic, rhymed poem and stay the flow of text. But apart from this resemblance in kind, 
the two operate on quite different planes. Whereas the caudae often totally engulf the text, 
obliterating its structural outlines, the Aquitanian melismas are carefully controlled and 
normally function to support or to interpret the structure of the text. They are particularly 
employed to define the ends of strophes or of individual lines. Conductus caudae are by no 
means restricted to terminal positions (despite their name) but occur frequently at the 
beginning of textual phrases and often even within them. This distribution within the course 
of a conductus greatly attenuates the cauda's functional role. 
The differences in quantity and in position between Aquitanian melismas and caudae are 
connected with very different concepts of formal design. The Aquitanian melismas never 
reach the exaggerated proportions of the conductus caudae, or overpower the text to which 
they are attached . . . . Viewed in historical terms, the Parisian conductus cum cauda show 
the melisma being transformed into an end in itself through sheer proliferation. In the 
process, the conductus cauda forfeits the direct impact and structural purpose claimed by the 
Aquitanian melisma.1 
                                                
 1 Sarah Ann Fuller, "Aquitanian Polyphony of the Eleventh and Twelfth Centuries," 3 vols, 
diss., U of California, Berkeley 1969, vol. 1, 227-8. 
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 While it cannot be doubted that the most complex of the conductus cum caudis in the central 
manuscripts, which seem to have Paris as their origin, are works that may be described in such a 
way,2 these characteristics are not true of other parts of the conductus repertory. The conductus and 
versus investigated in this chapter in fact closely resemble each other in their use of melismas. Each 
work concludes with a melisma, and all four versus and four of the conductus contain internal 
melismas of comparable size. Brief opening melismas are also found in both repertories. The 
melismas of these works will be discussed first in terms of placement within each work and length; 
it will be seen that none of these conductus have melismas of "exaggerated proportions," and that, 
in fact, it is a versus that has the longest melisma of the twelve works. Following this, each work 
will be examined in turn, in order to investigate the characteristics of its melisma or melismas. Use 
of notation, relationships between texted and untexted sections, use of vertical dividing lines and 
melodic motifs will be discussed in order to demonstrate the similarities and differences between 
the melismas of these works in the versus and conductus repertories.  
 
6.2 Placement of Melismas  
 Each of the works examined in this chapter contains a terminal melisma; several also 
contain opening melismas and shorter melismas and/or flourishes within the strophe. Although 
Fuller observes that "the Aquitanian melismas support or . . . interpret the structure of the text [and] 
. . . define the ends of strophes or individual lines," and that conductus melismas do not perform 
such a function,3 the conductus investigated here also use melismas for such a purpose. Table 6.1 
below lists the length of the concluding melisma for each versus and conductus investigated in this 
chapter. The length of melismas is described in terms of the number of intervals, rather than number 
of notes in the upper and/or lower voice. An occasional note in one voice corresponding with a rest 
in the other, which is a feature of some of the later conductus melismas in this group, is also 
counted as an interval in this table, although technically, being momentarily monophonic, it is not. 
 
  
                                                
 2 See Robert Falck, The Notre Dame Conductus: A Study of the Repertory (Henryville: The 
Institute of Mediæval Music, 1981) 70-72 for a discussion identifying which of the works in the 
seventh fascicle of F might be the central, Parisian or Notre Dame works. 
 3 Fuller, "Aquitanian Polyphony," vol. 1, 228. 
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Table 6.1  
Length of Concluding Melisma in Selected Versus and Conductus 
Title of Work Number of Intervals in Concluding 
Melisma 
Versus 
Orienti oriensa 31 intervals on the penultimate syllable + 
2 on the last syllable 
Ius nature consumitur 36 intervals on the penultimate syllable + 
1 on the last syllable 
Flore vernans gratieb 42 intervals on the penultimate syllable + 
1 on the last syllable 
Quam felix cubiculum 103 intervals on the penultimate syllable 
+ 1 on the last syllable 
Conductus 
Debet se circumspicere 53 intervals on the last syllable 
Ut non ponam os in celum 45 intervals on the last syllable 
Pange melos lacrimosum 21 intervals on the penultimate syllable + 
1 on the last syllable 
Ex creata non creatus 18 intervals on the penultimate syllable + 
1 on the last syllable 
Regnum dei vim patitur 22 intervals on the penultimate syllable + 
1 on the last syllable 
Luxuriant animi 28 intervals on the last syllable 
Homo per potentiam 9 intervals on the last syllable 
O levis aurula 27 intervals on the penultimate syllable + 
1 on the last syllable 
 
a Second stanza of D-II version of Orienti oriens only, as the upper voice is unclear for the last two 
syllables of the first stanza of the D-II version. Note that the melisma is on the antepenultimate and 
penultiamte syllables of the first stanza, and the penultimate syllable only for the second and third 
stanzas. 
b The two extra notes in the upper voice of this melisma that are likely a copying mistake are 
discussed in section 6.3.3. 
 
 Four of the six conductus have melismas on the last syllable of the text: Debet se 
circumspicere (on the syllable "-re"), Ut non ponam os in celum (on "-lum"), Luxuriant animi (on "-
a") and Homo per potentiam (on "-nem"). It is not clear why these works have melismas on the final 
syllable, rather than the penultimate syllable like the other conductus and the four versus examined 
here. However, melismas on the last syllable of the text are not unknown in the conductus repertory: 
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twenty-two of the concluding melismas in the seventh fascicle of F are set to the last syllable of the 
text.4 
 Table 6.1 shows that the longest melisma of both these groups of works is that of the versus 
Quam felix cubiculum, which has 103 intervals on the penultimate syllable of the text. In 
comparison, this particular group of conductus appears to be more restrained in its length of 
melismas, most having a length of between 18 and 28 intervals. The other versus contain 31, 36 and 
42 intervals respectively. It is evident that these versus and conductus melismas are similar enough 
in their length to demonstrate that the conductus listed here do not contain the "exaggerated 
proportions of the conductus caudae" that Fuller describes, nor is there evidence of the "melisma 
being transformed into an end in itself."5 Rather, these conductus contain modest melismas that do 
not overwhelm the text. Five of the conductus have melismas that are approximately equal in length 
to one-fifth of the overall intervals of each work: Pange melos lacrimosum, Ex creata non creatus, 
Regnum dei vim patitur, Luxuriant animi and Homo per potentiam. The other three conductus have 
melismas of different proportions and will be discussed separately below. 
 Two of the versus and three of the conductus also have opening melismas. Orienti oriens 
begins with a twelve-interval melisma in D-II (first stanza). This version contains an extra "O" at 
the start of the work, before repeating the letter at the beginning of the word "Orienti," creating a 
melisma one note shorter than that of the following two stanzas. The C-IV version does not have 
this opening syllable, but begins the melisma on the first syllable of "Orienti." Ius nature 
consumitur and Flore vernans gratie do not have an opening melisma. Quam felix cubiculum has an 
opening melisma of nine intervals. 
 The broader Aquitanian polyphonic repertory does not contain a large number of works with 
opening melismas. Only three other versus, O primus homo corruit (StM-B, f. 152, StM-DI, f. 7v), 
De monte lapis scinditur (StM-DII, f. 19v), and Novum festum celebremus (StM-CIII, f. 40v; a 1 
version StM-DI, f. 7v) contain an opening melisma. The Benedicamus Domino versus Gaudia 
debita (StM-CII, f. 27v, also in StM-DI, f. 10 but without an opening melisma) and the 
Benedicamus Domino versicle in StM-CIV (on f. 46) also contain opening melismas, as does the 
double-texted Benedicamus Domino versicle Benedicamus do/Humane prolis (StM-CIV, f. 70). 
Only two other works contain an opening melisma: the prosa to Respond Inviolata Maria (StM-B, 
f. 157; StM-CIV, f. 81v), and the setting of the prayer Ora pro nobis beate Nicolae (StM-DII, f. 22).  
 Only three of the eight conductus examined in this chapter have opening melismas. These 
are Debet se circumspicere, with a 32-interval opening melisma, Homo per potentiam, with an 
                                                
 4 Seventy conductus conclude with a melisma on the penultimate syllable of the text, and 
thirteen have the melisma on the antepenultimate syllable. Three more conductus have a melisma 
that encompasses both the antepenultimate and penultimate syllables.  
 5 Fuller, "Aquitanian Polyphony," vol. 1, 228.  
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opening melisma of eleven intervals, and O levis aurula, with a five-interval opening melisma. 
Opening melismas are far more common in the seventh fascicle of F than in the Aquitanian 
repertory: 78 of the 130 conductus (60%) begin with a melisma. The fourth group of conductus in 
the fascicle contains the smallest number, proportionately, of works with opening melismas: of the 
43 works, only 18 contain opening melismas (41%). 
 Internal melismas are also a feature of both repertories. The four versus all have internal 
melismas or very short melismas of five notes or less at the conclusion of a line that may be 
described as "flourishes," and four of the eight conductus contain internal melismas. Table 6.2 lists 





Location and Length of Internal Melismas 
Title of Work Location and Length of Internal Melismasa 
Versus 
Orienti oriens 2 flourishes: 5 intervals on the last syllable of 
line 2; 3 intervals on the last syllable of line 5 
Ius nature consumitur 2 flourishes: 5 intervals on the last syllable of 
line 2; 4 intervals on the penultimate syllable 
of line 6; note that there is also a 4-note 
flourish in the upper voice at the end of line 
3, but the music is missing for the lower 
voice 
Flore vernans gratie 1 internal melisma: 8 intervals on the 
penultimate syllable of line 3; 
1 flourish: 6 intervals on the penultimate 
syllable of line 5 
Quam felix cubiculum 1 internal melisma: 9 intervals on the 
penultimate syllable of line 6 
Conductus 
Debet se circumspicere no internal melismas 
Ut non ponam os in celum no internal melismas 
Pange melos lacrimosum no internal melismas 
Ex creata non creatus 3 internal melismas: 8 intervals on the first 
syllable of the sixth line of text (phrase 6); 5 
intervals on the first syllable of the seventh 
line of text (phrase 8); 10 intervals on the 
first syllable of the eighth line of text (phrase 
9) 
Regnum dei vim patitur no internal melismas 
Luxuriant animi 2 internal melismas: 5 intervals at the end of 
the second line of text, following the last 
syllable (phrase 3); 5 intervals at the end of 
the fourth line of text, following the last 
syllable (phrase 6) 
Homo per potentiam 2 extensions (they are different in nature 
from flourishes) at the ends of phrases 4 and 
5; including the last syllable of the phrase, 
these very short melismas are 4 intervals long 
(a dividing line separates the last syllable 
from the extensions in the lower voice) 
O levis aurula 1 internal melisma: 5 intervals on the first 
syllable of phrase 6 
 
a Note that phrases which are set in a consistently florid style do not appear in this table, as their concluding 
text setting is the same as the rest of the phrase. Melismas and flourishes are considered to be sections of the 
music that stand out because they have more notes than the text setting that applies to the rest of the phrase. 
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 A significant characteristic shared by these versus and conductus is the brevity of their 
internal melismas. The conductus melismas do not "totally engulf the text, obliterating its structural 
outlines,"6 but, like the internal melismas of the versus, use the untexted sections to draw attention 
to the ends of parallel lines of music, as in phrases 4 and 5 of Homo per potentiam (see transcription 
in Appendix B.7), or to provide contrast that highlights a change in text setting, such as the internal 
melisma in phrase 6 of Ex creata non creatus (see transcription in Appendix B.4). These examples 
and others will be discussed in more detail shortly. 
 
6.3 Characteristics of Melismas 
 The following examination of the opening, internal and concluding melismas of the versus 
and conductus repertories surveys the structure of the melismas, the ways in which they relate to 
each other within the work (in works with more than one melisma), the use of intervals in the 
melismas, and the relationships between the texted and untexted sections of the works, where 
applicable. Although not a characteristic of all works in both repertories, two of the versus and two 
of the conductus use musical material from their opening and internal melismas in the formation of 
their concluding melismas.  
 
6.3.1 Melismas in Orienti oriens 
 Each of the four melismas in Orienti oriens is created in a different way, but each is in note-
against-note style, and each serves to draw attention to the structure of the text: the opening "O" 
melisma accentuates the assonance of the first word of the text, the flourishes embellish briefly the 
ends of lines 2 and 5, and the concluding melisma gives weight to the end of each strophe. 
 Each melisma and flourish in Orienti oriens appears four times in the sources: three times 
for each of the three stanzas in D-II and once in the C-IV version. Although the pitches in each of 
the four versions of the opening melismas are identical (except for a repeated final note in the C-IV 
version), the way the neumes are organised and the use of vertical lines is different. There are no 
vertical lines at all in the C-IV version of Orienti oriens, however they are very frequently used in 
the first and second stanzas of the D-II version.  
 The opening melisma of Orienti oriens also contains a vertical line in the first and third 
stanzas of the D-II version (see Example 6.1 below). There are no lines in this melisma in the C-IV 
version. If the purpose of the vertical lines in the texted section was to call attention to the changes 
in words, perhaps the vertical lines in the melismas might serve a similar purpose, albeit without a 
text to assist in determining what is important rhythmically or in the course of a phrase. The neumes 
in the opening melisma also seem to be divided in different ways in the first stanza of the D-II 
                                                
 6 Fuller, "Aquitanian Polyphony," vol. 1, 227. 
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version: unlike the note-against-note grouping of 2/3/3/2/27 in the other stanzas and the C-IV 
version, van der Werf observes a different, far less even grouping of notes in the opening melisma 
of 2/3/1/2/2/2 in the upper voice, and 2/3/2/2/3 in the lower voice.8 
 
 
Example 6.1. Orienti oriens, opening melisma, first stanza of D-II version (transcription after van 
der Werf, Oldest Music, vol. 2, 96). 
 
 Apart from these two discrepancies, the opening melismas are identical in all four strophes. 
The strongest intervals are the most common: of the twelve, eight are perfect consonances. Contrary 
motion predominates, and the climax of the melisma, the g' in the upper voice, begins a converging 
figure where the voices move from an octave through a fourth to a unison on d', the most important 
structural note in the melisma.9 
 The first flourish in Orienti oriens concludes the second line of text. It is a simple five-
interval ornament that begins on a unison, moves one step down in the upper voice and one step up 
in the lower voice to create a third, returns to a unison, then moves one step up in the upper voice 
and one step down in the lower voice, creating another third, before concluding on a unison. This 
flourish is based around d'. The unison-third-unison-third-unison pattern has the same aural effect 
even though the voices sing a different pitch in the third each time.  
 The notation of the flourish is not the same in the four strophes, and it is tempting to 
speculate upon the reason for these inconsistent groupings. The C-IV version has matching note-
against-note neumes in both voices, in a grouping of 1/2/2. The first strophe of the D-II version has 
a five-note grouping in the upper voice over the same grouping as the C-IV version in the lower 
voice (1/2/2). The second and third strophes of the D-II version both have the C-IV grouping in the 
upper voice (1/2/2) and a different grouping again, 3/2, in the lower voice. Perhaps different 
performers used different rhythmic ideas in flourishes, or perhaps these ornaments were varied 
                                                
 7 That is, a group of two notes followed by two groups of three notes, then two more groups 
of two notes. 
 8 Hendrik van der Werf, The Oldest Extant Part Music and the Origin of Western 
Polyphony, 2 vols. (Rochester, New York: Hendrik van der Werf, 1993) vol. 2, 96. 
 9 See Fuller's discussion on the significance of d' in this work, and the tonal plan that shows 
how the composer begins both voices on d' and moves towards the g final in "Aquitanian 
Polyphony," vol. 1, 243-4. 
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when they were repeated in different stanzas, drawing attention to different notes or intervals, 
although the similarity of notation in stanzas II and III of the D-II version does not reflect such a 
practice consistently here.10 
 The second flourish in Orienti oriens occurs at the end of the fifth line of text. Fuller and 
van der Werf transcribe this flourish differently (see Examples 6.2 and 6.3 below), and it is also 
different in the C-IV and D-II versions of the work.  
 
 
Example 6.2. Orient oriens, flourish in line 6 (transcription after Fuller, "Aquitanian Polyphony," 
vol. 3, 31).  
 
 
Example 6.3. Orienti oriens, flourish in line 6 (transcription after van der Werf, Oldest Music, vol. 
2, 97).  
 
 The flourish in the D-II version is the same in all three stanzas. Like the C-IV version, it is a 
three-note diverging figure; however it is made up of different pitches and intervals. The voices 
begin on a unison, then move to a third and then to a fifth, on the pitches b, c' and d' in the upper 
voice, and b, a and g in the lower voice. 
 Although there are some small variations between the different versions and stanzas of 
Orienti oriens, the core part of the concluding melisma is so clearly formulaic that it has been 
transmitted in identical form in each version. Fuller describes the melisma thus:  
[T]he final melisma of Orienti oriens . . . is thoroughly schematic - - a four-fold repetition of 
the double formula unison-fifth-unison-fourth-unison. . . . This formula is doggedly 
                                                
 10 Van der Werf states that the differences in the three strophes of Orienti oriens in the D-II 
version validate "the general experience that, in a medieval performance of a strophic song, the 
music was not necessarily note for note identical from one strophe to another." See van der Werf, 
Oldest Music, vol. 1, 71. 
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transposed down by step from d to A, a process that might easily be a set routine of 
improvisation.11 
Fuller also observes that this formulaic section of the melisma has "a basic voice-leading in parallel 
unisons," which is somewhat hidden by the repeated formula but not changed by it.12 
 The small differences before and after this part of the melisma suggest that this formulaic 
section was the most easily-remembered part of the melisma, and that singers may have had the 
freedom to approach and conclude this section in a way that they saw fit, or in a way that they could 
remember, although this was probably not as easily recalled as the repeating patterns of the 
melisma. The number of intervals used in this melisma is therefore very limited (see Table 6.3 
below). Unisons are by far the most commonly-used intervals because of their significance in the 
pattern. The three seconds appear beside perfect consonances: a second moves to a fifth at the start 
of the melisma, before the patterns begin, a second moves to a fifth at the conclusion of the patterns, 
and a second ornaments the unison that concludes the work. Although the proportion of unisons is 
much higher in the melismas than in the texted section, the use of unisons and fifths as the most 




Intervals Used in the Melismas of Orienti oriens (D-II version, first stanza) 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Opening melisma 5 1 1 2 2 0 0 1 
Line 2 flourish 3 0 2 0 0 0 0 0 
Line 5 flourish 1 0 1 0 1 0 0 0 
Concluding melismaa 17 3b 0 5 8 0 0 0 
Combined melismas 26 4 4 7 11 0 0 1 
 
a Since the upper voice is missing over the text "(edo-)cuit" in the first stanza for the concluding 
melisma, I have taken the intervals from the second stanza. 
b It is unclear whether the sixth-last note in the upper voice belongs with the penultimate or 
antepenultimate note in the lower voice. If it belongs with the penultimate note then it is a third 
instead of the second given here. 
 
                                                
 11 Fuller, "Aquitanian Polyphony," vol. 1, 303. 
 12 Fuller, "Aquitanian Polyphony," vol. 1, 304. 
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 The four melismas in this work, each created in a different way, with different 
characteristics, nevertheless contain features that are all representative of the Aquitanian polyphonic 
style, such as symmetrical style figures, formulaic repetition and decorated parallel unisons. The 
two different versions of Orienti oriens, and the three separate strophes of music for the D-II 
version, contain variations in the melismatic sections that reinforce our understanding of the oral, 
rather than written, transmission of this work.  
 
6.3.2 Melismas in Ius nature consumitur 
 Ius nature consumitur contains two flourishes and a 36-interval concluding melisma that is 
quite different from that of Orienti oriens. There is also a place at the end of line 3 where there may 
have been a melisma, although the text and the music for the lower voice are both missing in C-IV 
in this place due to the trimming of the margin.13 Fuller has attempted a reconstruction of the 
missing lower voice, however Carlson and van der Werf leave this portion of their transcriptions 
blank. The text setting is slightly florid at the start of line 3; it is possible that this florid setting 
continued to the end of the line so that the four-note group on the penultimate syllable may not have 
stood out as a flourish but only as a continuation of this more florid texture. 
 The flourish at the end of line 2 is on the last syllable of text. It is five intervals long and has 
the shape of an expanding figure. Although Fuller's description of an expanding figure begins on a 
unison and moves out only to a fourth or a fifth, this expanding figure begins on a unison, moves 
out to a fourth, then moves out again to an octave before returning to the fourth and then to the 
unison; this may be described as a prolonged expanding figure. Fourths are used far more often than 




Intervals Used in the Melismas of Ius nature consumitur 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
 Line 2 flourish 2 0 0 2 0 0 0 1 
Line 6 flourish 0 0 1 2 0 1 0 0 
Concluding melisma 10 2 2 11 7 0 2 3 
Combined melismas 12 2 3 15 7 1 2 4 
 
 
                                                
 13 See Table 5.1 for more information about the missing lower part. 
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 The flourish at the end of line 6 has unequal note distribution (four notes in the lower voice 
against two notes in the upper voice: see Example 6.4 below), which raises questions about the 
alignment of the pitches. Fuller aligns the first two notes of the groups, then aligns the second note 
of the upper voice with the second of the lower voice, so that the second note of the upper voice 
might be held for the duration of the last three pitches of the lower voice.14 This alignment creates 
intervals of two fourths, a fifth and a sixth. I have aligned the notes in another way, with the change 
of note in the upper voice coinciding with the last note in the lower voice. This alignment creates 
intervals of a fourth followed by a third, another fourth and a sixth. The movement away from the 
fourth and back again in this alignment fits with the idea of moving away from and back to the 
fourth that is a characteristic of the concluding melisma. The upper voice has an e' moving up to an 
f,' and this moves up to conclude the phrase on g' on the last syllable. The lower voice has a b, 
moving up by step to a c', then back down by step to another b and then an a. This moves down 
again by step to g on the last syllable, to create an octave with the upper voice. The figure this 
creates is like that in the lower voice of Orienti oriens for the flourish that concludes line 2, except 
that the final note of the Orienti oriens figure ascends to d', the significant pitch of the phrase, while 
the figure in Ius nature descends to the final. 
 
 
Example 6.4. Ius nature consumitur, last two syllables of line 6 (transcription after van der Werf, 
Oldest Music, vol. 2, 154).  
 
 The melisma that concludes Ius nature (see Example 6.5 below) is not made up of clearly 
repeating patterns such as those we saw in Orienti oriens. There are, however, some short vertical 
lines in the manuscript that divide the 36 intervals into three smaller phrases. Two of these dividing 
lines are in the lower voice and one line, between the penultimate and last intervals, is in the upper 
voice. In addition to this, the first three intervals of the melisma, created by a group of three notes in 
each voice, seem to create a small group on their own, with intervals of a fourth then two unisons 
on the same pitch.  
 
                                                
 14 Fuller, "Aquitanian Polyphony," vol. 3, 42. 
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Example 6.5. Ius nature consumitur, concluding melisma (transcription after van der Werf, Oldest 
Music, vol. 2, 154).  
 
 Between this short group and the first small dividing line is the second phrase of ten 
intervals which begins on an octave (g and g'). This section contains both parallel and contrary 
motion, and the alignment of the voices is not always clear. The third section within the concluding 
melisma is nine intervals in length. This phrase concludes on the highest note of the work, a'. The 
voices move mostly in contrary motion, although there is also some parallel motion in this section. 
Like the previous section, note alignment is sometimes unclear. 
 The fourth phrase of the melisma contains both note-against-note and florid texture. The 
note-against-note section is made up of four groups of notes moving in contrary motion from the 
opening octave between the voices to a unison on a. In the florid section, the lower voice has a 
single note to the four in the upper voice. Both voices move up a step on the last syllable of the 
work to conclude on the final and fifth above.  
 The intervals that provide structure in this melisma are unisons, fifths and octaves, however 
fourths are used more often than any of these intervals. Of particular note in this melisma is the 
pattern of three two-note groups in the fourth section of the melisma mentioned above. These 
groups each move from a fourth to a unison using contrary motion, and highlight the importance of 
the fourth as an interval in the melismas of this work; it is far more prominent in the melismatic 
sections than in the texted sections.  
 Although the concluding melisma in Ius nature consumitur is not based on a repeated 
pattern of intervals or on figures from the symmetrical style, the work does contain features that are 
found elsewhere in the Aquitanian repertory: flourishes that draw attention to the ends of lines, and 
a concluding melisma in which the two voices are quite equal, moving from one very consonant 
interval to another by way of much less consonant intervals, to give weight to the end of the 
strophe. 
 
6.3.3 Melismas in Flore vernans gratie 
  Flore vernans gratie contains one internal melisma, one flourish, and a concluding melisma. 
Text setting in this work creates consistency between the internal melisma and flourish, and the 
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concluding melisma. Although the internal melisma is set in note-against-note style, and the 
flourish is set in florid style, the concluding melisma contains sections set in each of these styles, 
which assists in creating a sense of cohesion in the work.  
 The internal melisma, on the penultimate syllable of line 3, comprises four pairs of neumes 
that move in contrary motion (see Example 6.6 below). The range of the upper voice is much wider 
than that of the lower voice in this melisma. The shape of the melisma resembles Fuller's 
contracting figure; however, the different ranges of the voices means that although the voices 
converge on a unison, they start from and finish on pitches that are not equally distant from each 
other. A short dividing line, like those used in the concluding melisma of Ius nature consumitur, 
separates the last note of this melisma from the last note of the phrase in the upper voice. 
 
 
Example 6.6. Flore vernans gratie, melisma in line 3 (transcription after van der Werf, Oldest 
Music, vol. 2, 155).  
 
 The choice of intervals in this melisma (see Table 6.5 below) in combination with their 
position within the melisma shows that unisons, fifths and octaves are the most important intervals. 
The three fifths in this melisma include consecutive parallel fifths at the cadence at the end of the 
melisma. There are two unisons in the middle of the melisma, the second of which is on the final. 
Although there is only one octave, it is the interval which begins the melisma and is its largest 
interval. The second, third and fourth are treated like passing intervals in this melisma. 
 
Table 6. 5 
Intervals Used in the Melismas of Flore vernans gratie 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
 Internal melisma 2 1 1 1 3 0 0 1 
Line 5 flourish 1 2 2 1 1 0 0 0 
Concluding melisma 12 1 5 7 14 1 2 1 




 The flourish, on the penultimate syllable of line 5, is set in florid style (see Example 6.7 
below). The six notes of the upper voice correspond to a single note of the lower voice. The choice 
of intervals corresponds to the more florid kind of text setting: the melisma moves between the 




Example 6.7. Flore vernans gratie, flourish in line 5 (transcription after van der Werf, Oldest 
Music, vol. 2, 155).  
 
 The concluding melisma has sections that are reminiscent of the elements of the internal 
melisma and the flourish. Although there are no dividing lines in the music, the melisma divides 
easily into two identical phrases in strict note-against-note texture and a single florid section which 
is an extended version of the flourish in line 5.15 The repeating phrases are made up of one three-
note group and six two-note groups of notes, all of which are set using contrary motion, like the 
internal melisma. The range of voices is more equal in this melisma than in the internal melisma: 
both the upper and lower voices span a seventh, from g to f'. The intervals of these phrases are 
limited to unisons, thirds, fourths and fifths, and all the neumes apart from the last conclude on a 
unison: the intervals are 5-3-1 / 5-1 / 4-1 / 5-1 / 4-1 / 5-1 / 3-5.16 Fuller describes this section as 
being made up of different types of converging figures.17 
 The last section of the concluding melisma is an expanded version of the flourish, set in 
florid style. Just as it did in the flourish, the lower voice holds the subfinal, f, for the duration of the 
section. The upper voice begins an octave above the subfinal, and moves down to g in a series of 
four short descending figures, the third of which is identical to the entire upper voice part of the 
                                                
 15 Van der Werf's edition contains a third group of notes (f-d) in the upper voice that does 
not fit with the strict note-against-note style of the lower voice and is not in the repeat (Oldest 
Music, vol. 2, 155). Both Fuller ("Aquitanian Polyphony," vol. 3, 44) and Rachel Golden Carlson 
("Devotion to the Virgin Mary in Twelfth-Century Aquitanian Versus," 2 vols, diss., University of 
North Carolina, Chapel Hill 2000, vol. 2, 539) omit this pair of notes and observe this in their 
editions. Fuller describes the form of the melisma as A A' ("Aquitanian Polyphony, vol. 1, 252, note 
25). I have omitted the intervals created by these two notes from the table of intervals. 
 16 Numbers here denote vertical intervals. The groups of intervals correspond to the note-
against-note neumes in which they are written. 
 17 Fuller, "Aquitanian Polyphony," vol. 1, 296. 
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flourish. The intervals used in this part of the melisma are quite different from those used in the 
note-against-note section: thirds, fourths and fifths are still present, but added to these are an octave, 
sevenths, a sixth and a second. These intervals fit well with the florid texture. Although the internal 
melisma and flourish in Flore vernans gratie have different text setting and few resemblances, the 
way that the concluding melisma uses both note-against-note and florid texture brings a sense of 
cohesion to the untexted sections of this work. 
 
6.3.4 Melismas in Quam felix cubiculum 
 Quam felix cubiculum contains three melismas. The work opens with a melisma on the word 
"Quam," an internal melisma ornaments the penultimate syllable of line 6, and the concluding 
melisma is 104 intervals long. Like the melismas in Flore vernans gratie, the concluding melisma 
in Quam felix cubiculum shares characteristics with both of the shorter melismas in the work, 
although the features of the opening melisma predominate over those of the internal melisma when 
they reappear in the concluding melisma. The use of intervals in the melismas of this work (see 
Table 6.6 below), with its heavy emphasis on fifths and octaves, confirms the place of Quam felix 
cubiculum in the Organum Interval Group. The concluding melisma is notable in this work for its 
integration with the texted section of the seventh line, which the composer has achieved through the 
use of paired sub-phrases that encompass both texted and untexted parts of the line.  
 
Table 6.6 
Intervals Used in the Melismas of Quam felix cubiculum 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Opening melisma 1 0 0 0 4 0 0 4 
Line 6 flourish 2 0 4 2 1 1 1 0 
Concluding melisma 14 4 7 11 41 8 4 36 
Combined melismas 17 4 11 13 45 9 5 40 
 
 The opening melisma is nine intervals in length (see Example 6.8 below). It is made up of a 
combination of parallel and contrary motion, and apart from the last interval of a unison, consists 
entirely of octaves and fifths (four of each). The neumes are entirely note-against-note, and there is 
a pattern in the way the voice leading occurs: each movement within the neume, from the first note 
to the second, or the second note to the third, uses contrary motion. Each movement between the 





Example 6.8. Quam felix cubiculum, opening melisma (transcription after van der Werf, Oldest 
Music, vol. 2, 104).  
 
 
 The limited intervals and alternation between parallel and contrary motion of the opening 
melisma are characteristics that are repeated in the texted section of the work as far as the middle of 
line 6. The intervals of the texted section are limited to unisons, fifths and octaves, and, unusually 
for the Aquitanian repertory, a pair of twelfths (octave and fifth combined) at the start of the words 
"cubiculum" in line 1 and "nec" in line 5.18 The only place where these intervals do not appear is 
when there is an ornamental note a step below a unison or octave. This occurs on the penultimate 
syllable of line 2, (a seventh moving up to an octave) and line 3 (a second moving up to a unison), 
and on the fifth syllable of line 6 (another seventh moving up to an octave), immediately before the 
internal melisma. Only one syllable does not fit this progression of carefully chosen intervals from 
van der Werf's first group,19 and the precisely controlled dissonances that ornament them: in line 4, 
the fourth syllable is a fourth. This seems so out of place with the rest of the intervals in the texted 
section of this work that there is a strong likelihood that this is a copying mistake. The lower voice 
appears to follow a pattern, beginning on g and leaping down a third, then returning to f and leaping 
down another third, creating a sequence on two similar-sounding words of text. The lower voice 
then moves to e and changes direction, moving up by step for the different-sounding word "hodie." 
It may be that the g in the upper voice on the fourth syllable of text ought to be an a. This would 
create the somewhat unusual intervallic situation of a unison followed by a string of five fifths, 
however a fourth seems very much out of keeping with the discant attributes of this work, whereas 
limited intervals and use of consecutive parallel intervals are significant features of the texted 
section of Quam felix cubiculum.  
 The internal melisma of Quam felix cubiculum is on the penultimate syllable of line 6 (see 
Example 6.9. below). The melisma, falling also on the penultimate syllable of the word, gives 
                                                
 18 See Carlson ("Devotion to the Virgin Mary," vol. 1, 230-1) for a discussion of the ways in 
which the composer of this work gives important words of the text, such as "cubiculum," special 
emphasis through the use of especially high pitch and what she terms as a palindrome, that is, on the 
text words "felix cubicu-(lum)" the notes e'-f'-a'-f'-e' in the upper voice, and a-f-d-f-a in the lower 
voice. 
 19 See the discussion of van der Werf's groups of intervals in Chapter 4.2. 
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special attention to another significant word in the text, "pudicicie" ("chastity").20 This melisma is 
nine intervals in length like the opening melisma, and signifies the conclusion of the syllabic texted 
section that comprises of lines 1-6 of this work. These two shorter melismas function as bookends, 
setting the first section of the work apart from the extremely lengthy melisma that is to follow. 
 
 
Example 6.9. Quam felix cubiculum, line 6 (transcription after van der Werf, Oldest Music, vol. 2, 
105).  
 
 The musical ideas used in the opening melisma do not reappear in the internal melisma, 
which is entirely florid in style. The lower voice holds a single note, f, for the duration of the 
melisma before moving up a step to conclude the phrase with double notes on g. These are perhaps 
to be held for a longer duration than a single note in this texted section; there are similar double 
notes on the last syllables of lines 1 and 2, and it is impossible to know whether these would have 
been held or rearticulated, as the exclamation "a" at the end of the lines of Verbum patris umanatur 
might have been. 
 The upper voice begins the melisma on an e', a seventh above the lower voice, and descends 
by step through a five-note figure to a. The anticipated resolution on g is delayed by a group of 
three repeated notes, also on a, and a single b a step above. These figures create intervals not yet 
heard in this work: a seventh that does not immediately resolve to an octave, a sixth, third and 
fourth also in the descending figure, then a group of three repeated thirds and a fourth in the 
following group of notes (see Table 6.6 above). As Fuller observes, it is usual for imperfect 
intervals (that is, seconds, sixths and sevenths) to be used more frequently in passages with florid 
text setting,21 and by giving this melisma a florid setting, the composer provides not just a bookend 
melisma that matches the first in terms of length, but also a transitional melisma that moves the 
work away from the strict use of perfect intervals towards the extensive concluding melisma that 
combines a broader use of intervals with both florid and note-against-note text setting. 
                                                
 20 See Carlson ("Devotion to the Virgin Mary," vol. 1, 226-7) for the meaning of significant 
words in the text of Quam felix cubiculum. 
 21 Fuller, "Aquitanian Polyphony," vol. 1, 285-290. 
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 Line 7 and the concluding melisma of Quam felix cubiculum are so significant in length that 
they are together almost twice the length of lines 1 to 6 and their melismas combined: there are 125 
intervals in line 7 altogether, including the melisma, and 65 in lines 1 to 6 (see Example 6.10 
below). The melisma occurs on the word "(spi-)ri-(tus)," which Carlson notes does not fit with the 
usual ABABAB rhyme scheme of the text.22  
 
 
Example 6.10. Quam felix cubiculum, line 7, including concluding melisma (transcription after van 
der Werf, Oldest Music, vol. 2, 105).  
 
 Vertical lines divide line 7, including the melisma, into eleven sections.23 Ten of these 
sections are set musically as pairs, with variation occurring between the first and second section of 
each pair. The words "sed," "vis" and "sancti" before the melisma are all set in a florid style, 
reminiscent of the internal melisma, however the lower voice in these four syllables of text has two 
notes per syllable, rather than the internal melisma's single note. The four syllables operate 
musically as two groups of two syllables, containing a four-note melodic sequence on the first two 
                                                
 22 See Carlson, "Devotion to the Virgin Mary," vol. 1, 229-230, for the significance of the 
Holy Spirit in the text of this versus. 
 23 Note that "sed vis" and "sancti" are two different sections. There is no dividing line in van 
der Werf's score, and Carlson does not include these vertical lines in her transcriptions. Fuller 
includes them in her melisma transcription only. However, there is a move to a new staff at this 
point in the manuscript, which van der Werf notes in his edition. This means that there would 
undoubtedly have been a vertical line in this position had both phrases been side-by-side on the 
same staff. 
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syllables that is repeated a step lower on the second two syllables in the lower voice, and a group of 
descending notes that also are repeated a step lower on the second two syllables in the upper voice. 
 Sections 3 and 4 of line 7 have several similarities. They are in close to note-against-note 
style, and in the lower voice the second and third neumes in section 3 are the same as the two pairs 
of neumes in section four. Sections 5 and 6 also share some characteristics. They are of similar 
length, although section 6 is slightly longer. They begin and end in ways that are reminiscent of 
each other; for instance, each begins with a scalic descending group of three notes in the upper 
voice, and each concludes with a group of notes in the upper voice that are identical in both 
sections, while the lower voice has two notes (out of a group of three) that are the same. The 
intervals used are also very similar; however, while section 5 uses the same limited intervals as the 
opening melisma, section 6 contains these intervals plus a third, a fourth, and an eleventh, the 
largest interval of line 7 and second-largest interval of the entire work.  
 Section 7 is the only section of the melisma without a similar partner phrase. It is a shorter 
phrase of ten intervals, all note-against-note, and very limited in its interval use: seven are fifths, 
and three are octaves. Sections 8 and 9 are alike in their use of repeated notes. They each have three 
groups of notes, beginning on octaves g-g', moving down a step to octaves f-f', and concluding with 
a figure that includes fifths and octaves. The number of notes in each group is different in section 8 
and section 9, and section 8 concludes on an octave while section 9 concludes on a fifth. The 
limited intervals of sections 7, 8 and 9 are reminiscent of those of the opening melisma. 
 The only example of exact repetition in this melisma is found in sections 10 and 11. These 
two phrases both begin with an identical five-interval figure in note-against-note style before the 
two sections diverge. Section 10 continues in note-against-note style, while section 11 changes to 
florid style. In both sections 10 and 11 the intervals between the voices are no wider than a fifth. 
The conclusion of the work is emphasised by a group of three repeated thirds in both voices 
immediately before the last interval. Van der Werf suggests that these repeated notes may denote a 
single note that would be held for a longer time than an ordinary note.24  
 The melismas of Quam felix cubiculum, like those in Flore vernans gratie, share musical 
material and ideas, although in Quam felix cubiculum the note-against-note style and limited choice 
of intervals of the opening melisma predominate over the florid style of the internal melisma when 
these ideas reappear in the concluding melisma. The shorter melismas define the beginning and end 
of the note-against-note texted section, and the concluding melisma's excessive length sets apart the 
seventh line of the text. The eleven sections of the seventh line demonstrate the composer's use of 
                                                
 24 Van der Werf, Oldest Music, vol. 1, 109. Fuller observes that this is the only work in the 
repertory that concludes with the final in the upper voice but not in the lower. See Fuller, 
"Aquitanian Polyphony," vol. 1, 262. 
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variation within pairs of sub-phrases, such as use of sequence, modification of intervals used from 
one partner phrase to the next, and change of texture. These sections incorporate both the texted 
portion of line 7 and the concluding melisma, showing the composer's capacity to integrate the 
texted and untexted passages into a unified whole. 
 
6.3.5 Melisma in Ut non ponam os in celum 
 The conductus Ut non ponam os in celum (see transcription in Appendix B.2) has a texted 
section that is seven phrases in length, with no internal melismas. It contains 76 intervals. The text 
setting is primarily syllabic but sometimes has two or three notes per syllable. The melisma is three 
phrases in length and contains 45 intervals,25 which comprise more than one third of the entire 
length of the work. Although this melisma is longer in proportion to the text than those of most 
other conductus discussed in this chapter, the length of the melisma could still be considered modest 
compared with many other conductus in F and with Quam felix cubiculum. This length of the 
melisma could not be said in any way to overpower the text; rather, it functions in the same way as 
a versus melisma and defines the end of the strophe. It is written in F in second mode (see Examples 




Example 6.11. Ut non ponam os in celum, concluding melisma in F (f. 350v).27  
 
 
                                                
 25 The number of intervals includes one note in the upper voice which is performed during a 
rest in the lower voice. 
 26 Anderson provides transcriptions of both the W1 melisma in third mode and the F 
melisma in second mode in 2pt Conductus in the Central Sources, Notre Dame and Related 
Conductus: Opera omnia, vol. 4 (Henryville: The Institute of Mediæval Music) 10-11. 
 27 All examples from F are from the facsimile Firenze, Biblioteca Mediceo-Laurenziana, 
Pluteo 29,1, ed. Luther Dittmer, 2 vols (New York: The Institute of Mediæval Music, 1966-7). 
Examples are from vol. 2. 
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Example 6.12. Ut non ponam os in celum, concluding melisma. 
 
 The structure of the melisma is based on repetition in the lower voice. Phrase 8, with its 
opening interval of a fifth leaping upwards from d to a, and stepwise movement back down to e in 
the lower voice, is repeated exactly in the lower voice in phrase 10a. The lower voices of phrases 9 
and 10b are also closely related: the first three ligatures of phrase 10b are the same as those of 
phrase 9. While phrase 9 concludes with an open ending on e, phrase 10b incorporates a four-note 
extension before it closes on the final, d. By contrast, each phrase of the upper voice is unrelated to 
the others, creating a variation when the two phrases of the lower voice are repeated.  
 The intervals used in the melisma of Ut non ponam os in celum are listed in Table 6.7 
below. The distance between the voices is not as restricted in this work as it is in a number of other 
conductus examined in this chapter: a small number of sixths, sevenths and octaves appear in the 
melisma. The two octaves are used in significant places: the melisma opens on an octave on the 
final, and another octave, this one of a crotchet's duration, is the penultimate interval of phrase 9. 
The intervals that are the most commonly used are thirds, fouths and fifths, although unisons are not 
far behind. Thirds do not outweight fifths in importance in the way they are used: the only place 
where a third has a crotchet rather than a note of shorter duration is the penultimate interval of 
phrase 8. The voices move from a unison to a fifth via this third, so it is between two more 
consonant intervals and follows a standard cadential pattern. Only one phrase (phrase 9) begins with 
a third,28 and no phrases conclude with thirds. Phrases 8 and 9 both conclude with fifths, and phrase 
10a also begins with a fifth. This use of thirds and fifths suggests that thirds are not more important 
intervals than fifths in the melisma of this work, although they are certainly as numerous. This use 
of intervals in the melisma of Ut non ponam os in celum is in keeping with the use of intervals in 
                                                
 28 I have not included the third at the beginning of phrase 10b because both voices do not 
begin this sub-phrase together: the upper voice goes straight on from phrase 10a without pause. 
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the texted section of the work, and confirms its position as a possibly late member of the 
Transitional Interval Group. 
 
Table 6.7 
Intervals Used in the Melisma of Ut non ponam os in celum 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Concluding 
melismaa 
6 7 9 8 8 3 1 2 
 
a There is also one note in the upper voice that is monophonic; it is performed during a rest in the 
lower voice.  
 
6.3.6 Melisma in Pange melos lacrimosum 
 Pange melos lacrimosum (see transcription in Appendix B.3) was written on the occasion of 
the death of Emperor Frederick Barabarossa in 1190.29 This work is strophic and the melisma that 
concludes the texted section serves to mark the end of the strophes. The proportions are modest: 
there are eight phrases in the texted section, with a total of one hundred intervals, and four phrases 
in the melisma, consisting of 22 intervals. 
 The melisma may be transcribed in first mode (see Examples 6.13 and 6.14 below). The 
ligatures of the upper voice fit exactly into this mode; however, there are a few places in the lower 
voice where the ligatures need to be adapted to keep the voices smoothly together. Like Anderson, I 
have adapted the first ligature in the lower voice, which is a two-note ligature, to a long-short 
pattern instead of the expected short-long, which does not fit well with the mode of the rest of the 
melisma. If the third note of the phrase had been on a different pitch, then undoubtedly these three 
notes would have been combined into a single ligature; as the third note is on the same pitch as the 
second, then it cannot be written in such a way, and the rhythm must be inferred from the 
circumstance of the repeated pitch. A similar situation occurs in the lower voice at the start of 
phrase 11, although the ligature appears to be two notes long, followed by another two notes long 
(Anderson writes this as a four-note ligature).30 I have lengthened the first note of the pair to make 
it consistent with the rhythm of the upper voice, and lengthened the two notes of the second ligature 
into dotted crotchets so that both voices will be the same length.  
 
                                                
 29 Thomas B. Payne, "Datable 'Notre Dame' Conductus: New Historical Observations on 
Style and Technique," Current Musicology 64 (1998): 142. 




Example 6.13. Pange melos lacrimosum, concluding melisma in F (f. 351v). 
 
 
Example 6.14. Pange melos lacrimosum, concluding melisma. 
 
 The range of this melisma is particularly small. The upper voice moves only between the 
final (which in this work is g) and the fifth above in the melisma. This is in keeping with its range 
in the rest of the work, since the only pitch in the texted section that is not in the melisma is the 
subfinal. The lower voice moves between the subfinal and the fourth above the final in the melisma; 
this is a significantly smaller range than the lower voice uses in the texted section, where it travels 
as low as the fifth below the final (c) to fifth above the final (d'). 
 The very small range of the melisma allows for no sixths, sevenths or octaves (see Table 6.8 
below). The interval of a fifth – the most numerous in the texted section – occurs only once, briefly, 
in the melisma. Although the melisma begins on a fourth, there are only three fourths in the 
melisma. The two seconds seem inevitable given the closeness of the voices and the amount of 
movement by step. The most commonly-used intervals are unisons and thirds: there are seven of 
each. Aside from the first interval of the melisma (the fourth), all of the phrases begin and end on a 
unison or a third. Phrase 10 highlights the unison: four of the five crotchets are unisons, with thirds 
and fourths as passing intervals in between. Similarly, phrase 11 emphasises thirds: four of the 






Intervals Used in the Melisma of Pange melos lacrimosum 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Concluding 
melisma 
7 2 7 3 1 0 0 0 
 
 
 Thirds are certainly prominent in this melisma, and the three cadential thirds at the end of 
phrase 11 show that this interval is gaining in prominence in a cadence moving from a third to a 
unison: these thirds are not just a way of moving from a fifth to a unison tidily. However, unisons 
are also used conspicuously in this melisma, so despite the different use of intervals in the melisma, 
its very curtailed range and virtual absence of fifths, the melisma belongs, like the texted section, in 
the Transitional Interval Group. 
 
6.3.7 Melismas in Ex creata non creatus 
 Like many versus in the Aquitanian repertory and many other conductus, the text and poetic 
imagery of Ex creata non creatus (see transcription in Appendix B.4) are Marian in focus. This 
conductus also uses melodic material from the internal melismas again in the concluding melisma, 
in the same way that the versus Flore vernans gratie and Quam felix cubiculum do. The conductus 
has three internal melismas (the second of which is brief and simple enough to be described as a 
"flourish") and a concluding melisma. The purpose of the concluding melisma is to define the end 
of the strophe. The melismas of Ex creata non creatus may be transcribed in first mode, although 
sometimes the voices do not fit together in a way that is clear to determine from the notation.  
 The first internal melisma, which makes up phrase 6 in its entirety, is placed at the start of 
the sixth line of text (see Example 6.15 below). The melisma is set to the word "sed," and this is a 
significant word in the first stanza of the work, as Anderson's translation of the text shows:31 
Ex creata non creatus    Not created from her created, 
Nasci nobis est dignatus   He is worthy to be born for us, 
Qui pro nobis humanatus   Who made human for us 
Nate tulit esse natus,    Yielded to woman-born to be born, 
Formam indutus huminis,   Taking on the form of man, 
Sed salvo iure numinis,   Yet by the unshakeable law  
       of divine will, 
Ut sic per partum virginis   That so by a virgin giving birth, 
Veteris posset criminis   From ancient sins a sinner 
Dilui reatus.     Might be thoroughly cleansed. 
                                                
 31 Anderson, 2pt Conductus: Central Sources XV. 
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This text closely resembles the Nativity texts with a Marian focus that form the largest part of the 
Aquitanian versus and Benedicamus Domino versus repertory. The conductus repertory also 
contains a large number of texts that venerate the Virgin Mary. Twenty-nine of the 130 two-part 
conductus in the seventh fascicle of F have texts that use Marian Biblical imagery and metaphor in 
the same way as the versus repertory. In addition to this, there are eight prayers of supplication to 
the Virgin Mary that address her directly and do not use the same imagery as the Marian versus.32 
 
Example 6.15. Ex creata non creatus, first internal melisma in F (f. 352v).33 
 
 Returning to Ex creata non creatus, it is the melisma on the word "sed" that draws attention 
to the strangeness of the divine plan for the Virgin birth as a means for cleansing sin from the 
world. The melisma is eight intervals in length. It moves from a unison out to an octave and 
concludes on a fifth. The lower voice has a descending group of seven notes, and a single note that 
ascends by a third at the end. Each of the other melismas in this work has a descending group of 
notes in the lower voice, although the ascending note at the ends of the other internal melismas is 
the first note of the following texted section. This melisma may be transcribed easily in first mode. 
 The second internal melisma is on "ut" (see Example 6.16 below). This melisma draws 
attention to the way in which the divine plan would be accomplished: 
 Ut sic per partum virginis 
 That so by a virgin giving birth 
                                                
 32 Translations of all these texts may be found in Anderson's three volumes of two part 
conductus transcriptions: 2pt Conductus: Central Sources; 2pt Conductus: Transmitted in Four and 
Three Central Sources, Notre Dame and Related Conductus: Opera omnia, vol. 3 (Henryville: The 
Institute of Mediæval Music, 1981) and 2pt Conductus: Unica in the Four Central Sources, Notre 
Dame and Related Conductus: Opera omnia, vol. 5 (Henryville: The Institute of Mediæval Music, 
1979). 
 33 The first note in both voices is a b. There is a b-flat sign at the beginning of the line. 
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This melisma is the shortest in the work. Its five notes in the upper voice function as an ornament 
moving towards the note a that follows on the next syllable. The three notes of the lower voice also 
act as ornaments moving towards the following syllable. Anderson's transcription, made from the 
W1 version of the work, has another two notes in their own ligature that follow the three in the 
lower voice in the F version; he therefore presents a different reading for the rhythm of both the 
upper and lower voices for this melisma (see Example 6.17 below). In my transcription, I have 
chosen a rhythm for the five-note ligature in the upper voice that emphasises the octave between the 
voices that occurs on the fourth interval (see Example 6.18 below). 
 
 
Example 6.16. Ex creata non creatus, second melisma in F (f. 352v).34 
 
 
Example 6.17. Ex creata non creatus, second melisma (transcription after Anderson, 2pt Conductus: 
Central Sources 25).  
 
 
                                                
 34 The first note in the upper voice is a c'. The first note in the lower voice is an f. There is a 
b-flat sign at the start of the line. 
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Example 6.18. Ex creata non creatus, second melisma. 
 
 The third internal melisma begins the eighth line of text (phrase 9), and emphasises the word 
"veteris," which Anderson translates as "ancient." This is the longest of the three internal melismas 
(see Example 6.19 below), and perhaps the choice of word for embellishment emphasises the power 
of the Virgin birth: even sins of long standing "might be thoroughly cleansed." The lower voice 
follows the same descending pattern of the previous melisma on "ut," although the three notes of 
the previous melisma have been extended to seven, and the leap from e to c has been filled in to 
include d. The upper voice has been lengthened in a similar way: the third, fourth and fifth notes 
have been added in, as well as the last two notes that bring the phrase back to c', so that it can move 
up to d' on the next syllable.  
 
 
Example 6.19. Ex creata non creatus, third internal melisma in F (f. 352v).35 
 
 The way the voices fit together in this melisma is not easy to determine. While the lower 
voice has an unambiguous first mode pattern (including the implied ligature grouping of the first 
note with the two that follow to make a standard three-note ligature, due to the repeating pitch of 
the first two notes), the upper voice is does not fall easily into any modal pattern. The ligature 
groups are 1+3+2+3, a series of ligatures that do not lend themselves to a straightforward 
interpretation. Anderson resolves this matter by putting emphasis on alignment of the consonant 
intervals, so that the pulse groups begin with a fifth, another fifth, an octave (albeit a brief one) and 
                                                
 35 The first note of the upper voice is a c'. The first note of the lower voice is an f. There is 
no b-flat sign. 
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another octave respectively (see Example 6.20 below). Note that Anderson does not join the first 
note in the lower voice to the second and third. My transcription differs slightly from Anderson's 
because I do not include rests at the end of the melisma since there is no vertical line there: I believe 





Example 6.20. Ex creata non creatus, third internal melisma (transcription after Anderson, 2pt 
Conductus: Central Sources 25).  
 
 The concluding melisma of Ex creata non creatus (phrases 11, 12 and 13) is made up of 
slightly varied melodic material from the earlier melismas (see Example 6.21 below). In phrase 11 
of Ex creata non creatus, the lower voice again has the descending figure found in the earlier three 
melismas. Like the melismas in phrases 8 and 9, this figure moves down to c, the subfinal. The 
following part of the phrase is a variation of this idea: the voice moves up only as far as e, then 
returns by step to c. The upper voice does not repeat any melodic material from previous melismas 
in this phrase. The lower voice holds the subfinal in phrase 12, while the upper voice has a variation 
on the five-note group of the second internal melisma of phrase 8. Both voices move by step to 
conclude a fifth apart in phrase 13. This repetition of the descending figure that appears in all of the 
internal melismas in Ex creata non creatus again in the concluding melisma is analogous to the 
repetition of melodic material and texture from the earlier melismas of the versus Flore vernans 




Example 6.21. Ex creata non creatus, concluding melisma in F (f. 352v).36 
 
 Phrase 11 of the concluding melisma fits easily into first mode. Phrase 12 is far less 
straightforward: I have chosen to repeat the rhythmic ideas of Anderson from the second half of the 
third melisma in this penultimate phrase because the ligature groupings (2+3) are the same and the 
descending contour is almost identical (see Example 6.22 below). Anderson uses a different 
approach: three quavers followed by a dotted crotchet. 
 
 
Example 6.22. Ex creata non creatus, concluding melisma. 
 
 The use of intervals in the melismatic sections of this work is quite different from the use of 
intervals in its texted section, and also different from most of the other conductus melismas 
examined in this chapter. While most of the other conductus have melismas in which the voices do 
                                                
 36 Note that the melisma of this work overflows onto the extra staves drawn on the following 
line at the end of the next conductus. Therefore the first two notes in both voices on the second 
system of this excerpt are not part of Ex creata non creatus, but the following conductus, Veneris 
prosperis. The first note in the upper voice is a b. The first note in the lower voice is a g. B-flat 
signs appear in each line two phrases earlier. 
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not move very far apart from each other,37 often no further than a fifth, the melismas in Ex creata 
non creatus have fifths as their most commonly-used interval (see Table 6.9 below). Thirds and 
fourths are just as often used as sixths, sevenths and octaves. The concluding melisma also contains 
two ninths. The texted section of this work, discussed in the previous chapter, contains only slightly 
more fifths than unisons, with thirds being the next most often-used interval. It is possible that the 
creators of this work wanted to produce a different aural effect by choosing very different intervals 
and a wider distance between the voices for the melismatic parts of this work. 
 
Table 6.9 
Intervals Used in the Melismas of Ex creata non creatus 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Internal melisma 1 1 0 1 0 3 2 0 1 
Internal melisma 2 0 0 0 1 1 0 2 1 
Internal melisma 3 0 0 1 1 3 2 1 2 
Concluding melismaa 0 1 3 3 5 0 2 3 
Combined melismasb 1 1 5 5 12 4 5 7 
 
a There are also two ninths in the concluding melisma. 
b These intervals also must include the two ninths in the concluding melisma. 
 
 
6.3.8 Melisma in Regnum dei vim patitur 
 Regnum dei vim patitur (see transcription in Appendix B.5) does not have internal melismas 
to provide material for the concluding melisma. A sense of continuity between the texted and 
untexted sections in this work is provided instead by the repetition of the same (and similar) musical 
material in the cum littera and sine littera sections of this conductus. The concluding melisma is 
four phrases long (see Example 6.23 below). My transcription of the concluding melisma differs 
substantially from Anderson's in phrase 8. Anderson leaves out some notes of the occurance of the 
repeating figure at the end of this phrase in order to make it fit with the upper voice (see Example 
6.24 below). In my transcription, the rhythm of the lower voice is altered so that all the notes will fit 
with the upper voice (see Example 6.25 below.) Phrases 6 and 7 have twelve pulses in each phrase, 
however phrase 8 has two lower voice phrases to a single upper voice phrase of only eighteen 
pulses, not the 24 that would be expected if the lower voice would continue its four-note figure 
                                                
 37 Homo per potentiam is another conductus with a similar use of larger intervals in its 
melismas. 
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from the previous two phrases. Both readings are equally likely in this situation. The texted section 
is quite ornate in terms of the number of notes set to each syllable: there are often two or three, and 
occasionally four, notes for each syllable of text. For this reason, the 44 syllables of text are set with 




Example 6.23. Regnum dei vim patitur, concluding melisma in F (f. 353). 
 
 
Example 6.24. Regnum dei vim patitur, concluding melisma (transcription after Anderson, 2pt 
Conductus: Four and Three Sources 186).  
 
 
Example 6.25. Regnum dei vim patitur, concluding melisma. 
 
 Structure is created in this work through the use of repetition of musical material from the 
texted section in the melisma. This is achieved through the reiteration of a descending passage in 
both the texted and untexted sections of the work. Phrases 6 and 7 of the melisma have a 
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descending five-note passage in the upper voice; the phrase 6 passage begins on e' and concludes on 
b, while the phrase 7 passage repeats this pattern a step lower. This descending figure and the single 
ascending note that follows it may be found in the upper voice of phrase 5a of the texted section, 
with the text "in-ve(-nerit)," corresponding to phrase 6 of the melisma, and in phrase 5b of the 
texted section, with the text "vic-to(-rem)," corresponding to phrase 7 of the melisma. The lower 
voice also repeats the upper voice's 5a descending figure on the third and fourth syllables of phrase 
5a. Although the first two pitches of the lower voice part in phrase 6 also appear as the pitches of 
the first two syllables in the lower voice in phrase 5a, the lower voice does not consistently 
accompany the upper voice pattern in the melisma with a corresponding lower voice pattern in any 
other places. A similar figure, without plica, appears in the upper voice in phrase 5c. 
 The descending figure in phrase 6 also appears in six other places: in phrase 1 on the second 
and third syllables in the upper voice, and the third and fourth syllables in the lower voice, 
beginning on g'; in phrase 3, on the third and fourth syllables in the lower voice; and in phrase 4, 
beginning on g', twice in the upper voice and once in the lower voice, without the last note. The 
opening of phrase 4 is a transposed repetition of the opening of the melisma. 
 The sequence that was set up in phrases 6 and 7 in the lower voice continues in phrases 8 
and 9. It maintains the stepwise movement downwards, concluding with a repeated note on the final 
in the last two phrases. The note b that is missing from the descent in the upper voice appears 
prominently in the lower voice. From observations made in the above discussion, we can conclude 
that Regnum dei vim patitur does not use repetition from one melisma to another as a basis for its 
structure. Instead, the texted and untexted sections are closely linked through the use of the 
descending five-note figure that appears twice in the melisma and ten times in various phrases 
throughout the texted section. 
 The intervals used in the concluding melisma of Regnum dei vim patitur are listed in Table 
6.10 below. Intervals are used in the same way in the melisma as they are in the texted section, 
although the proportion of fifths is much lower in the melisma than in the texted section. The 
number of unisons, seconds, thirds and fourths in the melisma is very similar, although thirds are 
used in less important places than unisons, fourths and fifths. Thirds are not used at the beginnings 
or ends of phrases in the melisma. The descending patterns in phrases 6 and 7 each contain an 
identical series of intervals: the series begins on a fourth and then moves through other intervals to a 
4-1 cadence. Phrase 8 also begins on a fourth, however just as the rhythm of the previous two 
phrases is varied in phrase 8, the progression of intervals moves through a series of seconds and 
thirds to a fifth for the first time in the middle of the phrase. The second half of the phrase continues 
with a reiteration of this fifth, then moves through a unison, third and second before concluding on 
a unison in phrase 9. The close relationship between the melodic characteristics of the texted and 
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untexted sections of this work, discussed above, and the similar use of intervals in both texted and 




Intervals Used in the Melisma of Regnum dei vim patitur 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Concluding  
melisma 
5 5 6 5 2 0 0 0 
 
 
6.3.9 Melismas in Luxuriant animi 
 Luxuriant animi (see transcription in Appendix B.6) has two internal melismas and a 
concluding melisma. The texted section is based around repetition in the lower voice, and the 
internal melismas are also closely related to each other, but the concluding melisma is not related to 
the rest of the work. 
 The two internal melismas (phrases 3 and 6) are written in the third mode with two-note 
ligatures transcribed as short-long (see Examples 6.26 and 6.27 below). These melismas come at the 
ends of lines 2 and 4 of the text, and serve to draw attention to the preceding words of text: 
"prosperous times" and "times of adversity" respectively.38 Repetition features prominently in the 
internal melismas. The lower voice of each is identical. The upper and lower voices in both 
melismas move in the same rhythm. The only difference between the two melismas is the distance 
between the voices. The form of the texted section of Luxuriant animi is also based on repetition in 
the lower voice: phrases 1 and 4, 2 and 5, and 7 and 9 are identical. Phrases 8 and 10 are almost 
identical (the lower voice of phrase 10 is a variation of phrase 8). Phrase 11 does not share any 
musical material with the other texted phrases. 
 
 
                                                
 38 Note that the second stanza does not continue this close relationship between the words 
and the music. 
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Example 6.27. Luxuriant animi, second internal melisma in F (f. 354).40 
 
 The concluding melisma is different from all of the musical material that precedes it (see 
Example 6.28 below). The melisma is three phrases in length in each voice, although the phrases 
are not the same length in both voices and overlap significantly. The only place where the internal 
melismas and the concluding melisma have any resemblance is the last three notes of the work in 
the lower voice, and even here the resemblance seems coincidental. The concluding melisma does 
not appear to be related to the material in the texted section of the work either. Its conclusion on e 
and b, where one might have supposed that the g that predominates the rest of the work might have 
been a better choice, also raises the possibility that the melisma might not have been written as an 
original part of this work, but perhaps copied from somewhere else, possibly not in its entirety, as a 
way of updating or varying the work.  
 
                                                
 39 The first note in the upper voice is a d'. The first note in the lower voice is a g. 
 40 The first note in both voices is a d'. 
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Example 6.28. Luxuriant animi, concluding melisma in F (f. 354v).41 
 
 Anderson presents the concluding melisma (see Example 6.29 below) in third mode with 
some two-note ligatures transcribed as short-long, 42 and my own transcription is also in third mode 
with two-note ligatures transcribed in this way. The two transcriptions are not identical, however. 
The number of pulses in the lower voice is fewer than those of the upper voice, suggesting that 
something has been omitted in the copying of this melisma. Anderson solves the problem by 
lengthening considerably the first note of the last phrase in the lower voice, creating an equal 
number of pulses in both voices. My transcription approaches the problem in a different way (see 
Example 6.30 below). Phrase 12 in the upper voice may be transcribed using third mode three-note 
ligatures when these occur, and short-long patterns for the two-note ligatures, since these are 
comparable with the first half of the three-note ligatures in third mode. Although the upper voice 
appears to begin in first mode, this is not a tenable solution for the rest of the phrase, as it leads to 
inconsistent duration of notes within ligatures from the third ligature onwards. Phrase 13 fits into 
the pattern of fifth mode: three dotted crotchets and a dotted crotchet rest. Phrase 14 in the upper 
voice fits precisely into third mode. In the lower voice, the only ligatures used contain three notes. 
These combine with single notes and vertical lines to show consistent use of third mode, apart from 
one place. The first phrase of the concluding melisma in the lower voice has a regular 1+3+3 
pattern that denotes third mode, then the same pattern is repeated again (this time as 1+3+3+3). 
There is no vertical line between these two groups that would denote a rest and the completion of 
the first ordo before the second could begin. If a vertical line is added after the first 1+3+3 pattern, 
in precisely the place where a rest would be expected given the beginning of the new pattern that 
follows, the resulting dotted crotchet rest allows the rest of the lower voice to be transcribed exactly 
                                                
 41 The first note is a c' in both voices. 
 42 The transcription is in Gordon A. Anderson, 2pt Conductus: Unica in the Four Central 
Sources, Notre Dame and Related Conductus: Opera Omnia, vol. 5 (Henryville: The Institute of 
Mediæval Music, 1979) 57. 
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as written in third mode. There is no need to lengthen any notes as Anderson has done; instead, the 





Example 6.29. Luxuriant animi, concluding melisma (transcription after Anderson, 2pt Conductus: 




Example 6.30. Luxuriant animi, concluding melisma. 
 
 
 The melismas do not use intervals in exactly the same way as the texted sections. Although 
the texted sections of Luxuriant animi contain a large proportion of thirds, fourths and fifths, and 
use thirds in significant places in the text, thirds do not occur in the internal melismas at all (see 
Table 6.11 below). Although thirds are the second most often used interval in the concluding 
melisma, all of these thirds except one are short in duration, suggesting that thirds are a less 
important interval in the untexted sections of this work than they are in the texted sections. The 
second that beings phrase 13 in the upper voice appears to be a part of the second to fifth 
progression discussed in Chapter 4, although this progression is briefly interrupted by the 
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appearance of a third between the second and the fifth. The overlapping phrases also create eight 
notes that are sung while the other voice rests. 
 
Table 6.11 
Intervals Used in the Melismas of Luxuriant animi 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Internal melisma 1 3 0 0 1 1 0 0 0 
Internal melisma 2 0 0 0 3 0 0 1 1 
Concluding melismaa 3 2 5 4 5 1 0 0 
 
a Note that there are also eight notes sung at various times while the other voice is resting. 
 
 The concluding melisma of Luxuriant animi does not reuse musical material or variants in 
texture in the way that the melismas in Flore vernans gratie or Quam felix cubiculum do, nor does it 
have repeating patterns that give it structure like the concluding melisma of Orienti oriens. The 
texted sections and internal melismas are tightly structured and based on repeating phrases, but the 
concluding melisma is musically entirely separate from the rest of the work. The use of overlapping 
phrases as a feature of the concluding melisma suggests that this part of the work at least may have 
a later date than many of the other conductus examined in this chapter and in Chapter 4. 
 
6.3.10 Melismas in Homo per potentiam 
 Homo per potentiam (see transcription in Appendix B.7) contains an opening melisma, a 
concluding melisma, and two phrase "extensions" at the ends of phrases 4 and 5. The opening and 
concluding melismas are of modest length: there are eleven intervals in the opening melisma, and 
eleven in the closing melisma. The text setting is strongly syllabic for this work, apart from phrase 
13. 
 The opening melisma, reminiscent of other works beginning with "o" vowel sounds, such as 
Orienti oriens and O levis aurula and their opening melismas, is closely related to two of the texted 
sections of the work (see examples 6.31 and 6.32 below, and the transcription of the full work in 
Appendix B.7). Falck suggests that the musical material in this work develops from the initial 
material in the opening melisma. He observes that "[w]hile this is not a case of 'syllabic-melismatic' 
identity, it is unusual for the close relationship of melismatic and syllabic sections."43 While Falck's 
observations about the similarities of the melodies are evident, the removal of modal rhythm from 
                                                
 43 Falck, Note Dame Conductus 85-6. Falck includes a modal transcription of Homo per 
potentiam. 
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the texted section of this work presents a different viewpoint from which to examine the work. 
There is also an implicit idea in this observation that the opening melisma was conceived ahead of 
the texted section; it might be possible that the opposite is true, and that the melisma is based on the 
texted section's musical ideas. 
 
 
Example 6.31. Homo per potentiam, opening melisma in F (f. 355v). 
 
 
Example 6.32. Homo per potentiam, opening melisma. 
 
 The similarities between the texted and untexted sections are significant. The first two notes 
of the lower voice of the melisma are the same as the first two notes of the lower voice of phrase 4. 
The lower voice in phrase 2 of the melisma is the same as the fourth, fifth and sixth syllables of the 
upper voice of phrase 4, with an ornamental note a added in. The upper voice of phrases 1 and 2 
closely resembles the last two notes of the upper voice of phrase 12, followed by the first four 
syllables of phrase 13. The combination in this phrase of the lower voice repeating for the third time 
(phrases 11, 12 and 13 are essentially the same) and the most embellished text setting in the work, 
establishes phrase 13 as the climactic point of Homo per potentiam. The composer may have 
wanted to allude to the importance of this phrase in the opening melisma, using both the shape of 
the upper voice in phrase 13, and also the descending passage from b flat to f that appears twice in 
the lower voice of phrase 13 in phrase 2, to presage the climax of the work. Similarly, the upper 
voice of phrase 14, the concluding melisma, resembles the shape of the upper voice of phrase 13 
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from the third syllable. The lower voice echoes the last three syllables of the lower voice of phrase 
13.   
 A number of features in this work suggest that the text may have been written to pre-existing 
music. Falck suggests that when there are two works with the same melody and different texts, one 
way to determine which is the original composition is to see whether the syllables fit the notes of 
the texted section. A conductus where the concluding melisma is not on the penultimate syllable of 
the text, but rather on the last syllable, suggests Falck, is more likely to be the contrafact than the 
conductus that has the melisma on the penultimate syllable.44 Homo per potentiam has a melisma 
on the last syllable of text, which in itself is not particularly notable, however the presence of the 
two extensions at the ends of phrases 4 and 5 suggest that another text may have originally been set 
to this music. The two extensions draw attention to the words "power" and "has been made," which 
are not particularly significant words in the text.45 It is perhaps more likely that the composer 
originally set two nine-syllable lines of text at the start of the work and one nine-syllable line at the 
end, and that the poet who created the second text either had a pre-existing text that was slotted into 
the too-long musical phrases, or somehow created a new text that did not quite fit the syllables 
exactly, necessitating an adaptation of the music to create two phrase extensions and a melisma on 
the final syllable of the text. 
 The final melisma is nine intervals in length (see Examples 6.33 and 6.34 below). This is the 
shortest concluding melisma of all the works discussed in this chapter. The lengths of the opening 
and concluding melismas are almost identical, and are reminiscent of the opening and internal 
melismas in Quam felix cubiculum, in the sense that they function as bookends, defining the 
beginning and end of the syllabically texted sections. While in Quam felix cubiculum the internal 
melisma is in a florid style which presages the change in texture that characterises line 7, the two 
melismas of Homo per potentiam are similar in style and serve to emphasise the beginning and end 
of the strophe. 
 
 
                                                
 44 Robert Falck, "New Light on the Polyphonic Conductus Repertory in the St. Victor 
Manuscript," Journal of the American Musicological Society 23.2 (1970): 315-7. Falck examines 
Knapp's observation that the three part conductus Stella serena in F (f. 249v-250) has the same 
music as the conductus Ave Maria in StV (f. 259-259v), and suggests that one way to determine 
which is older is to examine the texts: Stella serena seems to fit with the music less well than Ave 
Maria, which has the word "A-(men)" on its penultimate syllable for a melisma. Since Stella serena 
has no text set to the melisma, Falck suggests that this might be one indication that this work might 
be the contrafact, and therefore that works in StV may be older than some of those in F. 
 45 This is unlike the use of internal melismas in Luxuriant animi, discussed above, set to the 
words "prosperous times" and "times of adversity." These are clearly a pair of opposites that have 
been chosen for special attention by the composer. 
 212 
 
Example 6.33. Homo per potentiam, concluding melisma in F (f. 355v).46 
 
 
Example 6.34. Homo per potentiam, concluding melisma.  
 
 Table 6.12 lists the intervals used in the melismas of Homo per potentiam. Like the texted 
section of this work, the fifth is the most often used interval. The other intervals are mostly evenly 
represented. Thirds are no more commonly used than other intervals, although one of the two thirds 
opens the work, making it highly conspicuous. There are no sevenths. The closing melisma has a 
particularly large range, beginning on a tenth followed by a ninth, then moving through a fifth to a 
unison at the end of the first ligature. This creates a converging figure that gives the opening of this 
melisma a markedly distinctive sound. 
 
Table 6.12 
Intervals Used in the Melismas of Homo per potentiama 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Opening melisma 1 0 2 1 5 0 0 2 
Concluding melisma 1 1 0 1 2 1 0 1 
Combined melismas 2 1 2 2 7 1 0 3 
 
a The closing melisma also contains one interval of a ninth and one interval of a tenth. 
 
                                                
 46 The first note of the upper voice is an f'. The first note in the lower voice is a d. There is a 
b-flat sign at the beginning of the line. 
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6.3.11 Melismas in O levis aurula 
 O levis aurula (see transcription in Appendix B.8) contains a short opening melisma, a brief 
flourish in phrase 6, and a concluding melisma of four phrases. This work has two characteristics 
that suggest a date later than many of the other conductus examined in this chapter: a text by 
Chancellor Philip47 and a use of intervals that places this work into the Discant Interval Group. 
Despite this, O levis aurula uses repetition of musical material in its different melismas just as the 
versus Flore vernans gratie and Quam felix cubiculum do. The short length of the lines of the texted 
section, combined with a moderate amount of syllabic text setting means that the proportion of 
untexted music to texted music is higher in this work than in Pange melos lacrimosum, Ex creata 
non creatus, Regnum dei vim patitur, Luxuriant animi and Homo per potentiam: approximately one-
third of the intervals in O levis aurula belong to the melismas.  
 The rhythm of the first melisma (see Example 6.35 below) is not related rhythmically to the 
flourish on the word "mors" in phrase 6 or the concluding melisma, although the pitches and 
contour in the upper voice of the first melisma reappear as the last note of phrase 9 and all of 
phrases 10 and 11, also in the upper voice. There is no clear indication of a rhythmic mode, and so 
in my transcription I have chosen a first-mode reading of a three-note ligature for the start of phrase 
2 (see Example 6.36 below). Since there is no indication of a rest at the end of this ligature, the final 
note must be lengthened to complete the pulse group. Three-note ligatures with different patterns of 
long and short values are also used in all the other rhythmic modes, therefore many alternative 
readings are possible here. A third mode reading (as Anderson has chosen, see Example 6.37 
below) would match the rhythm at the end of phrase 10 and in phrase 11, and is therefore perhaps 
more likely than a reading in modes two, five or six; however, it would appear that Anderson has 
chosen this mode to fit with his use of third mode in the concluding melisma.48 
 
 
Example 6.35. O levis aurula, opening melisma in F (f. 355v). 
 
                                                
 47 See Anderson, 2pt Conductus: Unica XXVII, note 6. 
 48 Anderson's transcription is in 2pt Conductus: Unica 59-60. 
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Example 6.36. O levis aurula, opening melisma. 
 
 
Example 6.37. O levis aurula, opening melisma (transcription after Anderson, 2pt Conductus: 
Unica 59).  
 
 The flourish on the word "mors" in phrase 6 is also five intervals in length (see Example 
6.38 below) and having a four-note ligature, may be transcribed in fourth mode. The opening 
melisma and this flourish share some melodic material: the four notes of the upper voice (a-b-c'-d') 
are an inversion of the first four notes of the opening melisma in the lower voice. The lower voice 
of the flourish moves by step from b to d' and back again. This creates intervals of a unison 
followed by two consecutive parallel thirds, another unison, and a second created by a plica that 
moves down to fill the gap between the end of the flourish and the return to the texted section.  
 
 
Example 6.38. O levis aurula, flourish on "mors" in F (f. 356).49 
 
 The concluding melisma begins with a pair of phrases that share much of their musical 
material (see Example 6.39 below). Phrase 8 and phrase 9 both open with a group of four notes that 
                                                
 49 The first note in both voices is a b. 
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are a repetition one step higher of the notes of the flourish on "mors." The lower voice has an added 
plica on the last of the four notes in phrase 9. The middle of phrases 8 and 9 is also identical, with a 
descending series of three consecutive parallel fourths. Phrase 8 concludes with an open ending, 
with both voices moving to a unison on a; phrase 9 has a closed ending with the lower voice 
concluding on the final and the upper voice a fifth above it. Phrase 10 functions like a coda, moving 
the upper voice from the fifth down to the unison on g in phrase 11. Phrase 10, like the other 
melismatic phrases in this work, contains consecutive parallel intervals, in this case three fifths, 
before moving to the third that begins the last cadence.  
 
 
Example 6.39. O levis aurula, concluding melisma in F (f. 356). 
 
 My transcription of the concluding melisma (see Example 6.40 below) differs significantly 
from Anderson's because I have interpreted the ligatures at the start of phrases 8 and 9 in a different 
way. Anderson's reading (see Example 6.41 below) interprets the four-note ligatures beginnng these 
phrases as the 1+3 beginning of a third mode pattern combined into a single ligature. He therefore 
transcribes these two phrases in third mode, lengthening the first note of the two-note ligature in the 
upper voice in order to make it fit with the lower voice. 
 
 






Example 6.41. O levis aurula, concluding melisma (transcription after Anderson, 2pt Conductus: 
Unica 60).  
 
 In my transcription, I have read the four-note ligature followed by two three-note ligatures 
as an instance of fourth mode. The two-note ligature in each of phrases 8 and 9 does not fit this 
pattern either; like Anderson, I needed to lengthen the first note of this ligature so that the phrase 
would fit together correctly, although the actual length of the note differs from that in Anderson's 
transcription since my transcription is in a different mode. 
 Phrase 10 of the concluding melisma is straightforward to transcribe, and is rhythmically the 
same in Anderson's and my transcriptions. Unlike three-note ligatures, a standard two-note ligature 
may only be transcribed as short-long in each of the modes where it occurs; this is also the advice of 
the Dpv. The two ligatures are therefore each transcribed as short-long, followed by a possible rest 
in my transcription and breath marks in Anderson's, coinciding with the vertical lines at the end of 
the phrase. 
 An examination of the use of intervals in the melismas in this work reveals that unisons and 
thirds are particularly significant (see Table 6.13 below). The opening melisma begins on a third 
before moving to a series of unisons; the melismas on "mors" and in phrases 8 and 9 reverse this 
pattern, beginning on a unison then moving to a pair of thirds. Aside from the third that opens the 
work, there are no thirds beginning melismatic phrases. The single phrase that concludes with a 
third is phrase 10, however this movement from a fifth to a third, followed immediately in phrase 
11 by a unison on the final is very much a standard cadential use of the third, appearing in the 
Aquitanian versus repertory as well as the conductus repertory (see Chapter 4). 
 There are no sixths, sevenths or octaves in any of the melismas in O levis aurula, as the 
voices remain quite close together in all of the melismas. The number of fifths in the concluding 
melisma is smaller than the number of unisons, thirds and even fourths. Fifths do, however, serve 
an important purpose in defining the cadences at the ends of phrases 8 and 9, and the three 
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consecutive parallel and repeating fifths that make up most of phrase 10 mark out strongly the 
beginning of the concluding cadence. While the number of thirds in the melismas of this work is not 
much higher than the other intervals, as is the case in the texted section, the prominence of thirds in 
the opening of the work and the 1-3-3 interval patterns that begin the flourish and concluding 
melisma do seem to suggest that the melismatic sections of this work fit well with the texted 
sections, and confirm the work's place in the Discant Interval Group. 
 
Table 6.13 
Intervals Used in the Melismas of O levis aurula 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Opening melisma 3 0 1 1 0 0 0 0 
Flourish on "mors" 2 1 2 0 0 0 0 0 
Concluding melisma 6 1 8 7 6 0 0 0 
Combined melismas 11 2 11 8 6 0 0 0 
 
 Although the ranges of the individual voices in the melismas are not particularly limited (for 
example, the upper voice has the range of a sixth, and the lower voice has the range of an octave in 
the concluding melisma), the voices stay quite close together in O levis aurula. The group of three 
consecutive parallel fifths in the concluding melisma is the widest interval in the untexted section of 
the work. These narrow intervals are not just a feature of conductus melismas, however: although 
there are versus that have wide intervals in their melismas,50 other versus have more restricted 
intervals, particularly when repeating some symmetrical style patterns. The opening melisma of 
Orienti oriens, for example, contains an octave but the repeating pattern of the concluding melisma 
is based solely on unisons, fourths and fifths. 
 Although this work appears to be quite a late example of this style, with its possible text by 
Chancellor Philip, and use of intervals in the Discant Interval Group, it does contain some 
characteristics that also appear in the versus repertory: use of limited range in some melismas, 






                                                
 50 For example, many parts of the concluding melisma in Quam felix cubiculum are based 
around the interval of the octave, and Ius naturae consumitur includes octaves, sevenths and sixths. 
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6.3.12 Melismas in Debet se circumspicere 
 Debet se circumspicere (see transcription in Appendix B.1) has several characteristics that 
set it apart from the other conductus discussed in this chapter and lead to the conclusion that this is 
a later work than most of the other conductus examined here. The work contains one opening and 
one concluding melisma, and these melismas together contain approximately three quarters of the 
number of intervals as the texted section (64 intervals in the melismas, and 87 in the texted section). 
Overlapping phrases are an integral part of these melismas, and although the voices sometimes 
move together, they also have passages that are more independent. The use of intervals in this work, 
in line with the Discant Interval Group usage, also points to a later date of composition. The 
melismas may be transcribed in first mode in most places, with many additional individual crotchets 
between vertical lines that denote rests. There are also a number of four-note ligatures that are 
transcribed as three quavers and a crotchet, unlike the four-note ligature of the sixth mode (which is 
to be transcribed as four quavers) or the four-note ligature of the Dpv (also to be transcribed as four 
quavers). In this work, the lengthened last note of the four-note group corresponds with a crotchet in 
the other voice, which means that the voices fit together neatly. The four-note ligature with a 
crotchet for the last note then resembles a three-note ligature with the first crotchet replaced by two 
quavers.   
 The two melismas in this work are very closely related (see Examples 6.42 and 6.43 below, 
and transcription in Appendix B.1). The first five phrases in each melisma are identical. Phrase 6 in 
the opening melisma is repeated at the end of the concluding melisma (phrases 32 and 33). Phrase 
30 in the concluding melisma, although stylistically very similar to the other musical material in the 
melismas, is comprised of new material, extending the closing melisma. The melismas might 
therefore be described as having the form AB for the opening melisma, and ACB for the closing 
melisma, with A repeated exactly each time and B slightly varied with an ornamental sixth at the 





Example 6.42. Debet se circumspicere, opening melisma in F (f. 317v). 
 
 
Example 6.43. Debet se circumspicere, concluding melisma in F (f. 318). 
 
 In the texted section of this work, the voices do not have a particularly limited range, 
although they do not often move further apart than a fifth: there are only two sixths and three 
octaves in the texted section, and no sevenths. The distance between the voices is even more limited 
in the melismas. The voices are only wider than a fifth once: in the variation at the end of the 
second melisma, there is a single sixth (see Table 6.14 below). This is a short note and serves as a 
cadential ornament between a fifth and a third. The work concludes on the following fifth. Fourths 






Intervals Used in the Melismas of Debet se circumspicerea 
 Unisons Seconds Thirds Fourths Fifths Sixths Sevenths Octaves 
Opening melisma 4 3 10 3 9 0 0 0 
Concluding melisma 9 6 12 5 10 1 0 0 
Combined melismas 13 9 22 8 19 1 0 0 
 
a There are also twelve notes that are monophonic; they are performed during a rest in the other 
voice. 
 
 The most important intervals in the melismas of Debet se circumspicere are thirds (of which 
there are 22), closely followed by fifths (19). Unisons are the next most commonly-used interval, 
although the proportion of thirds (there are 13) is much smaller than the thirds and fifths. The very 
large number of thirds in the melismas is similar to the use of the third in the texted section of this 
work, and confirms the place of Debet se circumspicere in the Discant Interval Group.   
 The texted section and the melismas share a musical motif that appears five times, once in 
each of the melismas and three times in the texted section. This motif has the intervals 3-3-1. A 
version of the figure which concludes on a unison on the note a occurs in phrases 3 and 27. The 
motif appears transposed a fifth lower in the texted section, concluding on a unison d at the ends of 
phrases 9 and 17. It also appears as the last three intervals of the texted section, at the end of phrase 
24, however in this instance the voices have been swapped. When the motif is repeated again very 
shortly afterwards in phrase 27, it creates an example of voice exchange at the fifth. 
 Debet se circumspicere has a number of features that distinguish it from most of the other 
conductus discussed in this chapter. Versus such as Flore vernans gratie and Quam felix cubiculum 
reuse material from earlier melismas in their concluding melismas, and although Debet se 
circumspicere also reuses musical material, it does so in a more literal way. Rather than the ideas of 
the earlier melismas being reformulated into the concluding melisma, Debet se circumspicere's 
concluding melisma contains all the material from the opening melisma as well as new material.  
 
6.4 Discussion 
 The versus and conductus investigated in Chapters 5 and 6 are alike in some ways, but 
different enough to come from separate, though perhaps related, musical traditions. The use of 
intervals in these conductus is chronologically later than that of the versus, and the versus use 
figures in the symmetrical style; however, both groups of works contain melismas that serve the 
same purpose, are found in similar positions in the works, are of modest length, and complement 
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rather than "totally engulf the text."51 These similarities show that the two repertories are closely 
linked, and we may see through the changes in the use of intervals the way that the polyphonic style 
of the versus transformed into that of the early conductus.  
 Although the conductus all use thirds in a more prominent way than the versus do, four of 
the conductus, Ut non ponam os in celum, Pange melos lacrimosum, Ex creata non creatus and 
Regnum dei vim patitur use thirds in a transitional way. These works in the Transitional Interval 
Group have either a greater number of thirds than the versus and the works in the Organum Interval 
Group which were discussed in Chapter 4, or contain thirds that appear in some significant places, 
such as the beginnings or ends of phrases, as consecutive parallel intervals, or set to important 
words of the text. The use of the third is yet more frequent and used in a greater number of 
significant places in the works assigned to the Discant Interval Group: Homo per potentiam, 
Luxuriant animi, O levis aurula and Debet se circumspicere. The way that intervals are used in the 
four works suggests that these are later works than the other four conductus examined in Chapters 5 
and 6. The way that intervals are used in the melismas of each of the versus and conductus confirms 
the place of each work in its particular Interval Group. 
 The function of the concluding melismas in all the versus and conductus examined in 
Chapter 6 is to define the end of the strophe. Works in both repertories have concluding melismas 
of modest length, with the exception of the versus Quam felix cubiculum. This work's extensive, 
101-interval melisma is the longest of the twelve works, and is almost twice the length of the 
longest conductus melisma in the group, the 53-interval melisma of Debet se circumspicere. 
Opening and internal melismas are also characteristic of many works discussed in this chapter: two 
versus and three conductus contain opening melismas, and all four of the versus and four of the 
eight conductus have internal melismas. These opening and internal melismas are also usually brief, 
and sometimes serve to draw attention to particular words in the text or the ends of phrases. 
 Although not a feature of all works in both repertories, some of the versus and conductus 
have close relationships between their texted sections and melismas. The versus Quam felix 
cubiculum, for example, begins with a melisma of limited intervals which contains the principal 
intervals of the texted sections of the following six texted lines. The conductus Homo per potentiam 
has an even closer relationship between the melismas and the texted section. The melismas in this 
work are based on the musical material of the texted thirteenth phrase, which is the climax of the 
texted section.  
 Some works in each repertory also take material from opening and/or internal melismas and 
reuse this material, often reconfigured, in the concluding melisma. The versus Flore vernans gratie 
                                                
 51 Fuller states that the caudae of conductus "totally engulf the text." Fuller, "Aqutianian 
Polyphony," vol. 1, 227. 
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and Quam felix cubiculum each have two shorter melismas of contrasting texture. The first melisma 
in each work has note-against-note texture, and the texture of the second melisma is florid. The 
texture, melodic and harmonic characteristics reappear in the concluding melismas of each work. 
The conductus O levis aurula and Debet se circumspicere also use musical material from opening 
and internal melismas in their concluding melismas, although in a more literal way. O levis aurula 
repeats the notes of the internal melisma a step higher in both voices at the beginning of two of the 
phrases of the concluding melisma. Debet se circumspicere repeats the material in the opening, with 
segments in the concluding melisma that exactly repeat the music of the opening melisma, and also 
with the addition of new musical ideas placed between the two repeated sections. This reuse of 
musical material seems to be a characteristic of both repertories, although the way that the use of 
texture is repeated between melismas may be a feature of the Aquitanian works.  
 The use of vertical dividing lines is also of significance in both the texted and untexted 
sections of these works. In the texted sections, the works Orienti oriens, Quam felix cubiculum and 
Debet se circumspicere make use of dividing lines to break the text into phrases often (although not 
always, in the case of Debet se circumspicere) based on word division. These lines may have helped 
performers to determine the rhythm of the text based on the length of words and their important 
syllables.  
 Dividing lines in some of the versus melismas may also have helped performers with 
phrasing, and with keeping their parts together. They also denoted rests of an unspecified duration. 
This use of vertical lines began to change, however, and by the time the conductus were copied into 
F, the lines were not about keeping the voices together with the same phrasing in the untexted 
sections, but were used to denote specific rests and allowed the voices to overlap their phrases, a 
modest example of which can be seen in the melismas of Debet se circumspicere.  
 While the versus and early conductus repertories share a number of musical characteristics, 
they also contain features distinctive to each repertory. Both groups of works examined here use 
melismas to distinguish the ends of the strophes, and to emphasise significant words in the text. 
Both groups also contain works which have opening melismas and internal melismas in addition to 
concluding melismas. Specific works in both repertories have closely related texted and untexted 
sections, and some works in each repertory reuse the melodic material and contrasting textures of 
earlier melismas in the concluding melismas. These features are not characteristic of all of the 
works examined in this chapter, however. The most substantial differences between the groups of 
versus and conductus examined in Chapters 5 and 6 are the use of different significant intervals in 
both the texted and melismatic sections of the works, demonstrating the transition from third phase 
organum to discant, and the use of figures in the symmetrical style in the melismas of the versus 




 When we consider the relationship between the repertories and ask whether the Aquitanian 
polyphonic versus and the early Notre Dame conductus are closely connected, we must answer both 
yes and no. In matters of purpose, there is little that separates them. They are both groups of works 
that are para-liturgical, extra-liturgical or serious in tone, and were used in day-to-day religious 
observances as well as on significant political occasions, and as appropriate entertainment for 
monks and clerics. The multiple purposes of works in each repertory certainly overlap. Texts that 
venerate the Virgin Mary in both repertories use the same Biblical imagery and theological ideas. 
 Turning to musical characteristics, the use of intervals in the earliest conductus examined in 
this study is indistinguishable from that of the versus considered alongside them. The placement 
and function of melismas in both repertories are also features that these works have in common. It 
would seem that the earliest conductus found in F share several attributes with the versus repertory. 
Fuller suggested that there was a "direct line of descent from polyphonic Aquitanian versus to 
polyphonic Parisian conductus" that ought to be investigated,1 and the present study shows that one 
aspect of this "line of descent" is the way the use of intervals – and particularly the use of the third – 
changed during the last forty years or so of the twelfth century. Another facet of this "direct line" 
may be seen in the similarities between uses of vertical dividing lines in the versus and the earlier 
conductus discussed here, and the way another meaning was added to these as they began to be used 
in modal rhythm later in the twelfth century. In the absence of broader manuscript evidence, it 
would seem that the symmetrical style in the Aquitanian versus is a feature that has remained 
central only to the Aquitanian polyphonic style. 
 The conductus in the seventh fascicle of F have different characteristics depending on their 
chronology and compositional style,2 and my approach to transcribing these works aims to be 
sympathetic to these characteristics. When this approach is applied to the conductus repertory, we 
are able to see more easily the similarities between the early conductus in F and versus that were 
performed and copied around the same decades of the twelfth century. One further line of descent 
may therefore be observed in the area of rhythm and its notation. The lack of information 
concerning rhythm in the Aquitanian manuscripts gives way to the codified information of the 
rhythmic modes in melismas. These modal sections of conductus are at first of modest proportions, 
and grow later into the extended melismas which are a fundamental feature of the untexted sections 
of the thirteenth-century conductus.  
                                                
 1 Fuller, "Aquitanian Polyphony," vol. 1, 3. 
 2 Payne, "Datable 'Notre Dame' Conductus." 
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 These relationships between the versus and conductus repertories demonstrate clearly that 
the Aquitanian polyphonic style was also known to the performers of the earliest conductus in F. 
This style gradually changed as the twelfth century drew near its close, incorporating an 
increasingly significant use of the interval of the third. The latest of the works in the pre-thirteenth-
century style use very prominent thirds. The expansion of the capacity to notate modal rhythm was 
crucial for the development of the complex caudae of the thirteenth-century conductus, but this late 
stage of the genre did not appear fully-formed: it grew from the less elaborate, twelfth-century 
conductus and its Aquitanian versus ancestors. The twelfth-century works are not just a stage along 
the way to the virtuosic thirteenth-century conductus, however, but an important and certainly more 
widely-performed repertory in their own right. 
 Looking beyond the present study, there are several questions that need further attention. 
Although this study examines characteristics of a limited number of versus and conductus, there are 
many other twelfth-century conductus in F, as well as in the other Notre Dame manuscripts and in 
peripheral manuscripts. These conductus may shed light on their use of intervals and therefore their 
place in the transition from third phase organum to discant.  
 It is possible that works that exist in two parts in one manuscript and three parts in another 
were copied from different exemplars, those with fewer voices being older than those with more. If 
this is the case, then an investigation of the intervals used in the older, two-part version may be able 
to establish a tentative chronology for these works, placing the work earlier or later in the twelfth 
century according to the way that thirds are used in the work.  
 The present study has investigated works with melismas of modest proportions. Further 
work in this area could examine the usage of intervals in other versus with melismas predominantly 
made up of figures in the symmetrical style. This might then be compared with other versus with 
florid or mixed textures, and with the twelfth-century conductus. Versus and conductus with very 
florid text setting might also be compared. 
 A final observation is that although they are liturgical works,3 the polyphonic compositions 
of the Codex Calixtinus might be profitably compared with the two-part conductus repertory to 
define the significant intervals used and to determine whether the works have any features in 
common with the twelfth-century conductus. Although the function of each repertory is different, 
the possibility that this is a collection that may, at least in part, have originated in Paris, suggests 
that works in the Aquitanian polyphonic style, such as the two Aquitanian contrafacta the Codex 
contains, were known in the north of France in the twelfth century. It would be interesting to 
                                                
 3 See Christopher Hohler, "A Note on Jacobus," Journal of the Warburg and Courtauld 
Institutes 35 (1972): 44-7 for a possible function of the Codex Calixtinus that presents an alternative 
view of the book's function.  
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discover if the intervals most often used or set to significant words in the Calixtine polyphony 
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Appendix A: Transcriptions of Neume-against-Neume Conductus without Melismas 



























A.3 O varium fortune lubricum (F, f. 351v) 
 
 





























































































































































Appendix B: Transcriptions of Neume-against-Neume Conductus with Melismas 



























































B.8 O levis aurula (F, f. 355v-356) 
 
 
 
 
